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PREFACE. 



A WORK intended to supply a want long felt and 
often expressed, scarcely needs any preface to ex- 
plain the object of its appearance. With one or 
two inconsiderable exceptions, no attempt has been 
made to occupy the position we desire to fill, the 
greater part of the ground being entirely uncovered. 

Our aim has been to unite simplicity with 
truth ; brevity with completeness. The most simple 
methods of practice, consistent with the principles 
recognized in true art, are explained with as much 
brevity as regard to perspicuity and attention to 
detail will permit; the practical portions of each 
especial method of colouring being communicated 
by artists of experience, well skilled in their re- 
spective styles of painting. 

It must be understood, however, that the treat- 
ment of a subject so large, in a book so small, as 
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this must necessarily be, can only be regarded as 
suggestive. To the thoughtful student we believe 
it will be sufficiently so to enable him, with average 
aptitude, care, and practice, to achieve the much- 
desired end — fidelity to nature, combined with 
artistic truth. 

THE AUTHOR 

February, 1859. 
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INTRODUCTION. 



Photography may be said to have presented itself ropfd"ro- 
to the world almost without introduction. Consider- *^** 
ably less than twenty years ago sun pictures were 
first heard of, and were then as rare as they were 
wonderful. They had scarcely ceased to be regarded 
as curiosities before society was flooded with them, 
with a prodigality altogether unparalleled in the his- 
tory of pictorial art. 

Unfortunately, improvement in style has scarcely ^ardy im- 
kept pace with prolificacy of production; and in 
matters pertaining to art, quantity is but a poor 
substitute for quality. This tardiness in improve- 
ment is, perhaps, not difficult to understand. Pho- 
tography is die ofipring of science, not of art; and 
artists have felt much disposed to regard it as an 
illegitimate upstart trenching upon their province, 
and claiming a large share of what art had hitherto 
regarded as its inalienable inheritance. They have 
thus lodced upon it with something of the same 
spirit with which handicraftsmen in the medianical 
trades have ever regarded tiie prepress of the ma- 
cfaineiy which promised to declare their occupation 
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Jealousy of goiie. Standing apart, they have watched with 
sullen jealousy its progress, and marked with satis- 
faction its deficiencies in some of the essentials of 
their art. Meanwhile scientific men have devoted 
themselves to simplifying the processes, and improv- 
ing the machinery requisite for its practice. Com- 
petitive commerce has contributed its quota in 
cheapening the materials and apparatus ; and, fas- 
cinated by the facilities thus afforded, of securing 
pictorial representations of anything and everything, 
animate or inanimate, thousands of votaries have 
given themselves up to the new study with an ardour 
and enthusiasm which have only been equalled by 

Ignorance of their uttCT ignorancc of true art or its requirements. 

art amongst , 

photo- Nay, more; many, carried away by the strong 
parental instinct, as regarded their photographic 
bantlings, and transported by the beauties of their 
own handiwork, have been ready to defy their 
ardstic challengers, and lay down new canons of 
pictorial beauty, " believing," as a recent writer 
causticly remarks, ^' that art has hitherto been but 
a blundering groper after that truth which the 
cleanest and precisest photography in their hands 
was now destined to reveal !" 

Presuming that the majority of the readers of 
these pages are photographers, professional or 
amateur, themselves producing the pictures they 
wish to colour, we think it desirable, at the outset, 
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to urge upon their attention the importance of 
greater artistic culture than most of them have SrS^SS^- 
hitherto possessed, or deemed necessary. A cardi- "*^* 
nal blunder with them has been the supposition 
that a good photograph must necessarily be a 
perfect representation of nature, and that such an 
imitation of nature as the photograph presented 
must be the highest triumph of art. Passing by, 
for the present, the first assumption, or, for the 
moment, for argument's sake, admitting it to be 
true, we must submit that nature has many aspects, ^^^ ^^ 
but not all equally beautiful. As regards por-^*"'®* 
traiture, the living model is seen in ever-shifting 
positions, and ever-varying aspects of light and 
shade, very few of which, however, it may be, 
would be suitable for portraiture, notwithstanding 
that they are all natural. That a portrait should 
be what some call natural does not, therefore, by 
any means imply that it is perfect as a picture. It 
may be natural that a person should at some time 
wink, smirk, or frown, that he should occasionally 
stoop, loll, or stretch himself; but no one would for 
a moment dream of perpetuating these actions in 
a portrait. Notwithstanding, we have seen many pho- 
tographic portraits in positions little better. Sitters 
placed upon a chair bolt upright, with head, body, 
and limbs in one line, a hand thrust forward sprawl- 
ing on each knee, all arranged with such accuracy 

B 
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that if the figure were cleft down the middle, the 
halves would weigh the same to a fraction ! The 

Badpoeing cxpressiou accompanying this position being gene- 
rally either one of the most listless fatuity, or, with 
every muscle on the strain, the eyes glaring, and 
the features contracted to a most diabolical frown, 
the idea is conveyed that the sitter is just gathering 
his energies for a fatal spring upon some victim. 
Others, again, carefully avoiding these enormities in 
arranging the sitter, affect positions of unstudied 
ease and carelessness, in which, however, everything 
like grace or dignity is alike wanting. 

Nature, then, having such varied aspects, the 
aim of the true artist is to portray her in such 

Embodiment aspects as bost socure the embodiment of character 

of Character. ^ * 

in the model, combined with pleasing pictorial 
effect. It is here the painter possesses a great 
advantage over the photographer. It is on record 
that Sir Thomas Lawrence had fifty sittings for a 
portrait of the Duke of Wellington, and m(M*e than 
that for some others. Sir Joshua Reynolds had 
fifty sittings from Sir George Beaumont for one 
portrait, and as many from some other sitters. It 
will not be supposed for one moment that all this 
time was required for producing an accurate draw- 
ing of the model. The object was, to embody in 
the painting that expression which should most 
happily depict the character of the sitter. And 
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whilst any attempt to rival art in thb respect would 
be as foolish as useless, there is no reason why the 
photographer who desires to produce something 
beyond mere facial maps and diagrams should not Facial maps 
understand in what true success in art consists, and 
also attempt to approximate in some d^ee there* 
to. This will only be attained by aiming at a 
higher standard of artistic culture, and a thorough 
knowledge of the conditions of success. A happy 
accident, it is true, even in ignorant hands, will A<.ddentai 
occasionally achieve the very best results, somewhat 
on the principle illustrated by the story in Pliny, 
where the throwing of a sponge, charged with colour, 
at the canvas, finished the foam on a dog's mouth 
so that it could not be improved. The painter might 
almost as well expect a successful repetition of this 
experiment, as the photographer without artistic 
knowledge and feeling to produce uniformly good 
results. 

The photographer must not only give up his 
favourite notion that he has only to depict nature to 
succeed, but also that the most p^ect photograph 
is necessarily an accurate reproduction of nature as 
she is seen. The best product of the camera, un- 
^ded by art, is often very far indeed from being a 
transcript of nature. The principles of photc^aphy, 
both chemical and optical, combine to render 
this inevitable. The intense photogenic action of 

b2 
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some colours, and the almost entire absence of such 

action in others, chemically, and the necessary un- 

ijotography duc enlargement of advancins: obiects and diminu- 

often untrue. ° o v 

tion of retiring ones, mechanically, combine to re- 
move the photograph as far from nature as many 
imagine the painting to be ; the difference being, 
that whilst it is the province of art to soften pecu- 
liarities, photography very often exaggerates them. 
The incipient wrinkle or trifling scar, which in 
nature is, it may be, hid by the brilliancy of com- 
plexion ; the slight freckle, which to the eye varies 
so little from the general tint of the skin as scarcely 
to excite observation, are at once searched out by 
the one huge cyclopean eye of the camera, and ren- 
dered with uncompromising distinctness in black and 
white. The red or golden tresses appear with raven 
blackness, whilst the blue eye, which in the pho- 
tograph is as colourless as water, seems to have lost 
in depth of colour what the hair has gsuned. The 
most enthusiastic photographer has often felt his 
failure here, and has here acknowledged that the 
aid of art, in colouring, is pre-eminently needed. 
Again, it is a principle of art that the most im- 
portant part of a picture should be best done, that 
in a portrait other parts should be so subordinated 
as to give due prominence to the head : and herein 
it is true to nature. It is on the faces of those 
around us we look, whether we speak or listen ; it 
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is there we look for the varying expression and de- 
velopment of character, and it would speak little 
for any of whom in their absence we remembered 
more of their dress than face* Photography, how- 
ever, in its most perfect forms knows no such dis- 
crimination. Every button, fold, and flounce is ^^ffiS?^ 
distinctly portrayed ; the varying texture of silk or "**^" 
satin, velvet or cloth, is rendered with surprising 
accuracy ; whilst the head, if not certainly worse 
done than the rest, is certainly worse in proportion, 
so that it appears no more important than, if not 
really subordinate to, the other parts of the picture! 
A painting of this description once under criticism, 
received its due meed of praise ; the several parts 
were separately commended, the position, the 
draperies, &c., after which the critic exclaimed: 
" Why, bless me, here's a head too ! " 

In thus referring to the defects of photographic 
pictures, we must not be understood to depreciate 
photography. We simply insist on the necessity of 
the artistic element in applying it. We deny en- 
tirely that photographic portraits necessarily repre- 
sent the sitter as having just gazed on the Gorgon's 
head. Let the photographic operator, whilst avail- 
ing himself of every improvement in manipulation, 
acquaint himself with the laws by which the painter what to 
secures the semblance of nature ; let him learn how 
to arrange his subject, and choose his point of view ; 
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how to secure a proper balance of light and shade : 
in short, how to produce a picture instead of a mere 
diagram. Let him remember, also, that although 
many of his sitters may be disposed to use the words 
of Oliver Cromwell — " Paint me as I am, warts, and 
wrinkles, and all" — that no one will wish the warts 
to appear as wens, nor the wrinkles as seams and 
scars. Let him study the productions of the great 
study the mastcrs in painting, both for position, drapery, dis- 
Masters. positiou of light and shade, and colouring. A portrait 
secured under the best conditions of photography, 
guided by art, will be worthy of the best e£Ports of 
the colourist, and may, in his hands, fairly rival the 
finest miniature painting. 



THE PRINCIPLES OF HARMONIOUS 



COLOURING. 



Wb have already shown that a photograph, per- ^^^^^^ ^^^ 
feet as regards its mechanical and chemical results, 
may be very imperfect as a work of art. It is 
scarcely necessary to add, that sufficient taste and 
judgment may be used in its production, in the 
arrangement of position, and the distribution of light 
and shade, to entitle it to the name of a picture ; 
but it may still be very imperfect as a portrait The 
effect of colour is in many cases absolutely neces- 
sary to anything like a faithful rendering of the 
original 

To produce good results in colouring, it is not 
simply necessary to possess the manipulatory skill to 
imitate with some success the colours of the original. 
A first requisite in the education of the painter is a 
knowledge of the value of his colours — of their rela- 
tions and harmonies — and of their effects in com- 
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bination and juxtaposition. As in music an utterly 
inexhaustible world of beauty and delight results 
fix>in the varied combinations and sequence of seven 
different notes, so in painting a source of beauty, 
scarcely more limited, results from the combination 
and arrangement of three primary colours ; and in 
painting as in music the beauty does not con^st in 
hannony. ^^^j q^q colour any more than it does in any single 
note, but in the relation it is made to bear to others. 
It is true that the province of the portrait painter 
is, perhaps, more limited in this respect than that 
of the painter of works of fancy and imagination, 
or even than that of the landscape painter; whilst 
the scope of the colourist of photographic pictures 
is most limited of all ; still, without some know- 
ledge of the principles of harmonious colouring, 
he can scarcely hope to even approximate to the 
best results. And whilst in portraiture in many 
points the planter is bound to reproduce, as nearly 
as possible, the colours inherent in his model, 
yet in the choice of co)our for draperies, back- 
grounds, &c., more latitude is admissible ; and here 
he will avail himself of such analogies or contrasts 
of colour as, whilst producing a harmonious whole, 
give value and effect to the colours of the complexion. 
To aid the colourist in this respect, we shall give a 
very brief compendium of the leading principles 
pertaining to this subject, confining ourselves to 
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their bare statement with as little comment as 
possible. 

The source of all colour is light, and a beam of source of 

^ ' colour. 

white light is divisible into three separate rays — 
blue, yellow, and red. These constitute the three 
primary colours^ and by their combinations every 
possible hue is attainable. White light, when de- 
composed by passing through a prism, gives what is 
called the solar spectrum^ which consists of the seven 
colours seen in the rainbow, arranged in the follow- 
ing order: — ^Violet, indigo, blue, green, yellow, 
orange, and red: and hence it was at one time 
supposed that each of these was an elemental 
colour. Subsequent observation has shown, how- 
ever, that all but blue, yellow, and red were formed 
by these impinging upon or overlapping each other. 

These colours in their varied combinations are 
called hues. These hues, when weakened by ad- 
mixture with white, are called tints; and when 
deepened by admixture with black, are called 
shades. The various gradations of tints and shades 
of one colour form a scale. 

The presence in happy proportions of the three 
primary colours or their combinations, in a picture, 
produces harmony. 

Any two primary colours, mixed in certain pro- ReutioM of 
portions, produce a secondary colour, which is com- *^**""' 
plementary to the remaining primary colour : thus, 
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the mixture of blue and yellow produces green, 
which is complementary to red. The mixture of 
yellow and red produces orange, which is comple- 
mentary to blue. The mixture of red and blue 
produces purple, which is complementary to yellow. 
niuiitrative TWs may be seen by trying the experiment sug- 
gested by the following diagram : 




Divide a circle into six equal parts, numbered 
1, 2, 3, 4, 5, 6, like the diagram. Let the spaces 
1, 2, 3 be coloured blue; 3, 4, 6 yellow; and 
6, 6, 1 red. It will be seen that the space 1 is 
now coloured purple by the combination of red and 
blue, and that it is placed opposite to its comple- 
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mentaiy, the remaining primary, yellow. The^*i^^"*°^ 
space 3 is coloured green by the combination of 
blue and yellow, and is opposite its complementary, 
the remaining primary red. The space 6 is coloured 
orange by the mixture of yellow and red, and is 
opposite its complementary, blue. 

These combinations may be carried to an almost 
unlimited extent, with similar results. Thus, the 
combination of any two secondary colours will pro- 
duce a tertiary, which is complementary to the 
remaining secondary. For instance, the mixture 
of orange and green produces citrine, which is com- 
plementary to purple ; purple and green produce 
olive, which is complementary to orange; purple 
and orange produce russet, which is complementary 
to green, and so on. 

The coloured diagram which forms the frontis- Frontbpiece. 
piece to this little work affords a happy illustration 
of the relations of colours. The central triangle 
comprises the primaries; the second, the secon- 
daries ; and the outer one, the tertiaries. The two 
colours at any base of any one of the triangles, 
when combined, harmonise with their complemen- 
tary in the opposite apex of the same triangle. 

This statement of the relations of colours is not 
arbitrary, nor the result of taste or fancy ; but is 
based on absolute inherent principles. They exist 
as a physical necessity for the oi^ns of vision, as 
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may be ascertained by a few simple experiments. 
Ex^mrat. ^^9 ^^^ instance, a red wafer be placed on a sheet of 
white paper, and the eye steadily fixed on it for a 
few minutes, and then removed to another part of 
the paper, a similar spot will appear before the eye, 
but of the complementary colour to red — ^green. 
This spot, called an octilar spectrum^ will continue 
for a few moments until it is gradually dbplaced 
by the white light reflected from the paper. If the 
experiment be tried with a blue wafer, the colour 
of the resulting spectrum will be orange ; if with a 
yellow wafer, a purple spectrum is the result, and 
so on with the otliers. 

This principle applies to every variety and com- 
bination of tint ; if a red inclines a little to yellow, 
as in scarlet, then the complementary green will 
incline a little to blue, and become a bluish green. 
If,' on the other hand, the red incline' a little to 
blue, as in crimson, the complementary will incline 
a little to yellow, and become a yellowish green. 
These combinations may be so multiplied by gra- 
dations so delicate that it is impossible to enumerate 
them. 

The nature of their relations may, however, be 
illustrated by the following diagram, in which the 
complementary of each colour will be found in the 
space directly opposite to it ; each pair yielding a 
harmonious balance of the three primary colours : 



THE PRINCIPLES OF HARMONIOUS COLOURING. 15 






Green Blue 
Blue Green. 

Green. 



Violet Blue. 

Blue Purple. 



YellowGn. 



Green Yw. 




YeUow. 

Orange Yellow. 

Yellow Orange! 



Purple. 
Red Pple. 

Ppl. Red. 

Red. 



lied Orange. 
Orange Red. 



O 



Each pair of colours, consistipg of a primary and 
its complementary secondary, present, also, special warm and 

_, , cold, advan- 

contrasts peculiar to themselves. Thus blue is the cing and 

* retiring 

coldest colour, and is also the most retiring ; and <»iouni. 
orange, its complementary, is the warmest colour, 
and the most advancing. Every combination of 
colour as it approximates to orange or blue is warm 
or cold in its effect, and has the appearance of 
approaching the eye or receding from it in a 
picture. 

Yellow is the brightest colour, and most allied to 
light ; whilst its complementary, purple, is the J'^J'^f^^^ 
darkest of colours. We may here remark, that 
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white and black, which most completely contrast as 
light and darkness, are not regarded as colours : 
white, which is most like light, being supposed to 
represent a combination of all colours ; and black, 
like darkness, an absence of both colour and light. 
Exciting and Bed is the most positiye and exciting of all 

soothing ^ ^ , • 

colours. colours, whilst its complementary, green, is the 

most soothing of all colours. 
Neutral tinto It will be observed, that whilst each combination 

—how ' 

formed. ^f ^^q primary colours produces a new and perfect 
hue, each subsequent combination tends to produce 
neutrality ; the neutral tints formed partaking, how- 
ever, more or less of the special characteristics of 
the primaries to which they are most allied. 

Effect of Complementary colours in juxtaposition mutually 

enrich each other, and produce what is called the 
harmony of contrast. Thus, purple and yellow of 
equal purity and intensity become each brighter 
from contact with the other, the yellow becoming 
intensified by the extra yellow rays reflected by the 
purple, and the purple gaining an accession of 
richness from the purple rays given out by the 
yellow. From the same cause neutral tints placed 
in juxtaposition with full hues appear to be tinged 
with the complementary colour of 'such hues. Thus 
grey placed in juxtaposition with red will assume 
the appearance of greenish grey, green being the 
complementary of red. 
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Colours not complementary to each other are ^'Jj*^"^- 
mutually injured by contact. Thus, blue and purple b^rSS^. 
placed together are both injured ; the blue becom- 
ing greenish from the yellow rays emitted by the 
purple, and the purple assuming a russet tinge from 
the orange rays reflected by the blue. It will be 
seen from this that neutral tints placed in contact 
with full hues should incline to the complementary 
of such hues in order to produce the best effect. 
Thus, olive placed in contact with yellow should, 
to produce the best effect, incline to purple rather 
than to green, purple being the complementary of 
yellow. 

Beside the effect produced by contrast of hue, 9^^^ °^ 
that resulting from contrast of intensity is to be 
considered. If two tints of the same colour, but of 
different degrees of depth or intensity, are placed 
side by side, the deep tint will appear still deeper, 
whilst the light tint will appear still lighter, the 
difference in intensity appearing greatest at the 
points of contact* Contrasting colours, also, of 
different degrees of intensity, receive a double 
modification by contact; in brilliancy of hue as 
before described, and ako in intensity, the deepest 
colour appearing still deeper, and the least intense 
appearing still more diluted. Hence all colours 
gain depth by contact with white, the white assum- 
ing the complementary tint of the colour near it« 
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Sio^s^f**" Bl^ck, on the contrary, has the eflFect of weakening 
S^fc,"^^ the colours in its immediate neighbourhood. The 
effect of the several hues on black is varied in like 
manner, its depth being materially modified by 
contact with colours having a luminous complemen- 
tary. Thus, black in juxtaposition with purple loses 
depth from being tinged with the yellow rays 
thrown out by the purple ; in contact^with blue or 
green it becomes rusty, from the orange or red rays 
reflected by these colours. Black is, on the other 
hand, intensified by contrast with orange, yellow, or 
red. The juxtaposition of grey, which is a mixture 
of white and black, gives brilliancy to all pure 
colours. 
Harmony of Bcsldcs the hanuouy produced by judicious con- 
trast, there is the harmony of analogy, resulting 
from a combination of the various gradations of one 
colour in its own scale, or of the hues and broken 
tints in the order in which they occur in the solar 
spectrum. An infinity of pleasing results may be 
obtained by the judicious arrangement of analogous 
tints in harmonious relations ; being less striking, 
however, it requires much nicer perceptions and 
more skilful management to produce happy effects. 
Harmony Wc have said boforc that the laws which regulate 
nature. harmouious colouring are not dictated by fancy, but 
are based on inherent and absolute relations. We 
may here remark, that a very little observation of 
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nature will afford pleasing illustration of both kinds 
of harmony, A striking lUustratfon of the harmony 
of analogy is seen in the beautifully blended and 
graduated colours of the rainbow; and again, in 
almost every landscape, where the blue of the dis- 
tance blends with the cool greens and greys of the 
middle distance, and these merge into the warmer iuustinti«»iis 
greens, yellows, and browns of the foreground ; 
whilst if the sun be setting in the landscape, every 
object is beautified by the play of golden light and 
purple shadow. With instances of the harmony of 
contrast, nature teems, in every garden, field, and 
moor, as the damask rose with its yellowish green 
leaf, the scarlet holly berry and its deep green 
foliage, and the almost unvaried mingling of yellow 
gorse and purple heather. 

In applying these principles to the colourinff of m. chevrcui 

rt J ti r r ^ an authority. 

portraits, it may be well to remember that M. 
Chevreul,* whose researches in the subject entitle 
him to the highest position as an authority, iii 
treating of the harmony of colours as pertaining to 
the complexion, regards the blonde or fair com- 
plexion as always more or less allied to an orange sionde tom- 
tint throughout ; " the colour of light hair," he says, ^ **'^"' 

* To the student who would render himself thoroughly 
familiar with the subject, we recommend M. Chevreul's 
work on " The Simultaneous Contrasts of Colours," as also 
Mr. Redgrave's excellent little " Manual of Colour." 

C 
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" being essentially the result of a mixture of red, 
yellow, and brown, we must consider it as a very 
pale orange brown." By this, of course, we only 
understand that orange is the full hue to which 
blonde complexions most nearly approximate. In 
what is termed decidedly red hair, the orange is 
certainly decided enough, as also, although in a less 
degree, in auburn and chestnut hair, the approxi- 
mation to orange growing less decided as the yellow 
' or brown tint prevails. He adds ; " The colour of 
the skin, although of a lower tone, is analogous to 
the hair, except in the red parts ; further, blue eyes 
are really the only part of the fair type which form 
a contrast of colour with the ensemble, for the red 
parts produce with the rest of the skin only a har- 
mony of analogy of hue, or at most a contrast of 
hue, not of colours ; and the parts of the skin con- 
tiguous to the hair, the eyebrows, and eyelashes, 
give rise to a harmony of analogy, either of scale 
or of hue. The harmonies of analogy then evi- 
dently predominate in the fair type over the 
harmonies of contrast." When hazel eyes exist in 
the fair type, as is not unfrequently the case in con- 
junction with chestnut hair, the harmony of 
analogy is complete. In the various complexions 
nninette firenerally classified under the term brunette, in which 

complexion, o / 

black or dark hair prevails, we have on the other 
band the harmony of contrast prevailing, " In 
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\ 



fact/' observes M. Chevreul, " the hair, eyebrows, 
and eyes contrast in tone and colour, not only with 
the white of the skin, but also with the red parts, 
which in this type are really redder, or less rosy, 
than in the blonde type ; and we must not forget 
that a decided red associated with black, gives to 
the latter the character of an exceedingly deep 
colour, either blue or green." 

A proper understanding of the principles we vaiue of 
have here briefly indicated will enable the colourist, pies to the 

' ^ ^ ^ colourist. 

whilst preserving fidelity to nature in the points 
absolutely inherent in the model, at the same time 
to so manage the draperies, background, &c., as to 
give value to the complexion, and produce a perfect 
and harmonious picture. 



c 2 
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WATER COLOURS. 



The colours required for colouring photographs are 
the same as are used for miniature painting, with 
such difiFerence in their combinations as the tone of 
the photograph renders necessary. The following 
list comprises all that is necessary, and if used per- 
fectly pure, will not injure the photograph. 



Antwerp Blue. 
Bistre. 
Black Lead. 
Blue 'Black. 
Bright Roman Ochre. 
British Ink.^ 
Bronze. 

Brown Madder. 
Brown Pink. 
Burnt Carmine. 
Burnt Sienna. 
Burnt Umber. 
Cadmium Yellow. 
Carmine. 
Chalon's Brown. 
Chinese Vermilion. 



Chinese White. 
Chrome Yellow,,!, 2, 8. 
Cobalt Blue. 
Cologne Earth. 
Constant White. 
Crimson Lake. 
Dragon's Blood. 
Emerald Green. 
French Blue. 
Gallstone. 
Gamboge. 
Green Bice. 
Green Oxide of Chro- 
mium. 
Hooker's Green, 1, 2. 
Indian Lake. 



WATER COLOUBS FOR PHOTOGRAPHS. 



23 



Indian Red. 

Indian Yellow. 
Indigo. 

Intense Blue. 
Intense Brown. 
Italian Pink. 
Ivory Black. 
King's Yellow. 
Lamp Black. 
Lemon Yellow. 
Light Bed. 
Madder Carmine. 
Malachite Green. 
Mars Brown. 
Mars Orange. 
Mars Red. 
Mars Violet. 
Mars Yellow. 
Naples Yellow. 
Neutral Tint. 
Olive Green. 
Orange Ochre. 
Orange Vermilion, 2. 

(for Scarlet.) 

Payne's Grey. 
Permanent Crimson. 
Pink Madder. 

Yellow 



Prussian Blue. 
Prussian Green. 
Purple. 

Purple Brown. 
Purple Lake. 
Purple Madder. 
Raw Sienna. 
Raw Umber. 
Red Chalk. 
Red Orpiment. 
Rose Madder. 
Roman Ochre. 
Sap Green. 
Scarlet Lake. 
Sepia. 

Sepia, Page's. 
Sepia, Roman. 
Sepia, Warm. 
Smalt. 
Terra-verte. 
Ultramarine. 
Ultramarine Ashes. 
Vandyke Brown. 
Venetian Red. 
Verditer. 
Vermilion. 
Yellow Lake. 
Ochre. 
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Colours and 



ties. 



th^ek^quidi- Gabmine. — ^This is a brilliant red, inclining to 
crimson, very clear in its pale washes, and intense 
in its full touches. Being somewhat fugitive, it 
requires using with caution in flesh tints. 

Burnt Carmine is a rich deep crimson, very 
useful in the deepest touches of drapery. 

BosE Madder. — A most valuable colour for 
flesh ; its pale washes are delicate, dear, and trans- 
parent, and very permanent. 

Pink Madder. — Similar, but a little deeper in 
tint. 

Crimson Lake. — Somewhat similar to carmine, 
but not so brilliant ; chiefly useful in draperies. 

Venetian Red. — A beautiful colour for flesh; 
works well, and is permanent. Its pale washes are 
very clear, and, slightly modified with Indian yellow, 
it forms, in the hands of the miniature painter, a 
valuable general Jtint for most complexions, but for 
photographs is often too deep. 

LiOHT Red is similar in general character, but 
more inclining to orange. 

Indian Red. — ^A powerful red of a purplish hue, 
works well, and is durable ; useful alone and in 
* combinations as a shadow for flesh. 

Vermilion. — A very brilliant red, not generally 
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suitable for flesh tints, as it is heavy and does not 
wash well. With a little Lake it is useful for the 
lower lips of children. 

Orange Vermilion, No. 2. — Works better 
than the preceding, and, as its name imports, has a 
slight inclination to yellow. (This colour of New- 
man's is the nearest approach to pure scarlet that 
is permanent.) 

Roman Ochre.— Useful for dark flesh, as well 
as for draperies. It is also used in combination 
with Sepia for light hair. 

Yellow Ochre. — ^Used in combination for light 
hair, and also in landscape backgrounds. 

Indian Yellow. — A brilliant and intense yellow, 
which works well. From its purity of tint it is a 
most useful yellow for mixing in flesh tints. For 
many photographs, however, it is too intense. 

Cadmium Yellow. — A very brilliant and per- 
manent yellow for draperies. Useful in forming 
orange tints. 

Gamboge. — A fine rich yellow, useful in forming 
green combinations; washes well, but is not suitable 
for flesh. 

Lemon Yellow. — A beautiful light, vivid, and 
permanent yellow, useful in draperies for high lights. 
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Yellow Lake. — ^A bright transparent yellow, 
but somewhat fugitive. 

Italian Pink. — ^A very similar yellow to the 
preceding, but deeper and richer. 

Naples Yellow. — A fine light yellow, valu- 
able when mixed with Pink Madder as a general 
wash for flesh ; and alone, where a body colour is 
required for the high light. 

Raw Sienna. — A brownish yellow, permanent, 
and works well. Useful in backgrounds. 

Burnt Sienna. — A fine transparent brown of 
an orange tint, useful in warm dark complexions, 
and in backgrounds. 

Bbown Madder. — A rich russet brown, perma- 
nent, and works well ; useful for the darkest touches in 
flesh, and for lowering red draperies. Combined with 
blue it makes a delicate gray, useful in flesh shadows. 

Burnt Umber. — ^A good brown, useful for hair, 
draperies, and backgrounds. 

Sepia. — A cool transparent brown ; useful alike 
in its pale washes and full touches. Useful for hair, 
either alone or in combination. With lake, or lake 
and indigo, it forms a fine transparent black for the 
shadows of draperies of either silken or woollen 
texture. 

Warm Sepia. — Similar in all its characteristics, 
but of warmer tint. 



WATER COLOURS. 27 

Vandyke Brown. — ^A fine warm brown. From 
its great transparency it is useful in glazing many 
other tints, which it deepens and warms. Care is 
required in using it, as it is apt to work up when a 
great body is used. 

Neutral Tint. — A useful grey which may be 
modified for almost any shadow by the addition of 
other tints. 

Purple Madder. — A deep warm purple of 
great richness and intensity ; works well and is per- 
manent. Useful for very deep warm shadows. 

French Blue, or French Ultramarine. — A 
fine blue, very nearly resembling the tint of real 
ultramarine, whilst it works better. 

Cobalt. — A bright permanent blue, which enters 
largely into the shadow colours of flesh. 

Prussian Blub. — A deep blue, useful in 
draperies, and forming with carmine all varieties of 
purple and violet It should not be used in flesh, 
as it is apt to turn green. 

Indigo. — A good dark blue, useful in combina- 
tion for forming a variety of greens for back- 
grounds. 

Ivory Black. — A rich transparent black, a little 
inclining to brown in its washes. 

Chinese White. — A valuable permanent white 
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of much body and working well. Useful for the 
light of eyes, lace, &c. ; also for giving body in 
draperies. 

BRUSHES, &c. 
Pencii8-to The pencils should be sables of moderate size. 

choose. * 

When charged with water they should terminate in 
a good point with no uneven hairs, and should 
spring well when pressed with the finger. For 
large washes a few good camel's hair pencils will be 
necessary^ For hatching, a sable, the point of 
which has been worn off, may be used. Small 
pencils should be avoided as tending to give a 
feeble, wiry effect, very undesirable. Good pencils 
are indispensable to comfort in working, as well as 
to the production of perfect result. 

THE PHOTOGRAPH : TO CHOOSE AND 

PREPARE IT. 

To chooBe To obtain good results in colouring, it is neces- 

the photo- , , , , . . 

emiyii. sary that the photograph approximate m some- 
degree to excellence. It is important that the dis- 
tribution of light and shade in the picture be 
effective and natural, that it be sharp and in focus 
throughout, and that it be a clear, bright, well- 
defined photograph. 
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A direct vertical light for the production of the Management 
portrait should be avoided, as the effect of light and 
shadow so produced is generally unnatural; the 
intense light at the top of the head often giving to 
dark glossy hair the appearance of greyness, whikt 
the shadows under the eyes, nose, and chin are 
unpleasantly heavy. A portion of skylight, joining 
a side light, both facing the north, will give the 
best picture. The sitter should be placed back a 
little from under the skylight, the head a little 
quartering from .the side light* The whole figure 
will be then well illuminated: the deepest shadow Position ot 

* the sitter. 

on the face (we are now speakmg of a three- 
quarter view, which, generally speaking, is best) will 
be on the retiring cheek ; whilst the partial profile 
will be well lighted and clearly defined on the 
shadowed cheek. The position of the body in rela- 
tion to the head is a matter of taste. When the 
head and body are both placed in one direction, the 
effect is inost simple ; whilst the body turned in one 
direction, and the head in another, gives more 
animation to the figure. Care must be taken, how- 
ever, not to give too much action to the figure, or 
to give it a strained, unnatural posture. 

The background should be of a tint somewhere Background. 
midway between the highest lights and the deepest 
shadows of the picture, in order to give due relief 
to all parts, and produce the best results in colour- 



30 THE PRINCIPLES AND PRACTICE OP COLOURING. 

ing. If the sitter be placed a few feet from the 
screen used for a background, the figure will possess 
greater relief. Care should be taken to give 
sufficient space for background above and around 
the figure. Nothing looks clumsier than a picture 
with scarcely any background, as though the sitter 
were pinched for space. The position of the figure 
on the background is the only means of suggesting 
the size and proportions of the model. A figure 
placed high on the plate suggests a tall person, 
and the figure low down in the picture a short one. 
It is well to avoid crowding the background with 
useless objects, as columns, curtains, vases, &c. 
These, if necessary, can be painted in with better 
effect than if taken by the camera. A background 
should, however, be devoted to repose, in order to 
give effect to the principal figure or object. 

The photograph should be, as we have said, 
clear, well-defined, perfect, brilliant, and not too 
dark, and free from stains and spots. If the picture 
be too dark, it will be impossible to produce a clean, 
delicate effect in colouring. 
Tone of the For watcr colours, the tone of the picture is of 

photog^ph. ' * 

considerable importance. A warm neutral tint or 
grey is the best tone for colouring. Heavy sha- 
dows of purple brown, or of an inky tone, are very 
undesirable, from the want of harmony between 
these tones and the natural shadows of flesh. For 
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fair complexions a light impression is more neces- 
sary than for a dark person, but too deep an im- 
pression is in no case suitable. At the same time 
it must be remembered, that if the impression is 
so light that the half tones are wanting, it will be 
difficult to restore them in colouring. 

The first step in preparing the photograph is to Mode of 
mount it on card-board. For this purpose, a solu- 
tion of gelatine or clean fresh glue should be used; 
paste or gum-water should be avoided, as it is apt 
to generate acid which would injure the photograph. 
The gelatine or glue should be brushed over the 
back of the photograph, which should then be laid 
on the board. A sheet of clean paper should now 
be lidd on the surface, and then pressed firmly and 
gently down ; the picture should then be put under 
a weight. 

This done, its further preparation will depend Preparation 

1 1 f • 1 • of thesiir- 

somewhat on the process by which it was produced, face- 
As the various photographic papers, and the difierent 
processes to which they are subjected by photo- 
graphers, yield almost every variety of surface, it is 
impossible to lay down any universal mode of pro- 
cedure in preparing the surface to receive water- 
colours. We may, however, describe the surface 
required. 

Many photographers, in fixing and washing their Preparation 
prints on salted paper, wash them in boiling water, i^^p^- 



32 THE PRINCIPLES AND PRACTICE OF COLOURIXO. 

and thus entirely discharge the size from the paper, 
whilst others do this in a partial degree. The e£Pect 
of this is, that water colours applied to the unsized 
surface are at once absorbed, rendering it impos- 
sible to work with them. To apply water colours 
to paper with any &cility and e£Pect, it is necessary 
that it possess a hard surface, on which the colours 
wash easily, sinking in just sufficiently to allow other 
colours to be worked over them without washing 
up. To obtain this surface, the photograph will 
almost invariably require some preparation. Some 
colourists have recommended the use of parchment 
size, with the addition of a little alum. In a matter 
of such importance, however, and which so mate- 
rially affects comfort and success in working, we 
recommend the colourist to obtain '^ Newman's 
Preparation " for the purpose, which, applied to the 
photograph, gives a fine hard surface, on which the 
colours wash easily, and enables the amateur to pro- 
duce the most brilliant results. 

The preparation must be applied with a flat 
camel's hair brush, and spread evenly and carefully 
all over the surface of the photograph, which must 
be then suffered to dry. In some cases one appli- 
cation will be sufficient, which may be ascerttuned 
by trying a comer with a littie colour. K it wash 
on easily without sinking into the surface too much, 
it is ready for colouring. If^ on the other hand, it 
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is much absorbed, it will, especially if the colourist 
be a tyro, require another application. Before 
commencing to colour, it will be as well gently to 
sponge the surface with a little clean water, and 
then dry it. 

Some albumenised paper will not require any 
" preparation," but for the most part it will be im- 
proved by a single application. Where the colours 
work greasily on albumenised paper, a little pre- Ox gaii 
pared ox gall may be used with them. 

The " preparation " may often be used with Preparation 
advantage both to salted and albumenised paper to colours. 
which dry colours are to be applied, if it be found 
they do not " bite," or adhere sufficiently. 

METHOD OF COLOURING. 

Although the colouring of photographs difiFers Principles of 
in some essential particulars from miniature paint* painting. 
ing, yet as both the manipulation and the manage- 
ment of the colours are similar, it is necessary at 
the outset for the amateur to know something of the 
principles on which painting in water-colours is 
based. 

The photographer entirely unacquainted with Etfcct of 
these principles will probably be surprised to ascer- on the 
tain that, by mixing his colours to the desired tint, 
and then simply washing them on to his photo* 
graph, he will produce but a woefully meagre and 
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unsatisfactory result The efFeet would be little 
better than a flat insipid imitation of the multitude 
of coloured prints which abound in the windows of 
stationers' shops about the 14th of February. There 
is, however, scarcely any part of a human face so 
flat as to be correctly represented by a simple wash. 
It is so full of undulations that the gradations of 
light and shade are almost innumerable, and these 
gradations between the high lights and deepest sha- 
dows are known as " pearly tints," " demi-tints," or. 
greys. In using these, and indeed all gradations of 
colour, upon the local flesh-tint, in order to obtain 
transparency and depth, it is necessary to have re- 

Hatching, course to " hatching," or " stippling." Hatching 
consists in working on the colour in short strokes, 
following as nearly as possible the form of the fea- 
tures ; that is, the strokes somewhat horizontal on 
the forehead and circular about the eyes, mouth, 
and general contour. These strokes are then 
crossed with similar ones, avoiding, however, the 
formation of direct right angles. This should be 
done with a firm touch, making each little stroke 

stii>piin<r. as even as possible. Stippling is a somewhat similar 
process, only fine dots with the point of the brush 
are used instead of lines. The efiect in both cases 
is to give depth and transparency, and at the same 
time retain greater purity of tint than could possibly 
be efiected by any washing of mixed colours. 
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The amateur would do well at the outset to Advantage of 
procure if possible a few well-painted miniatures, miniatures. 
of which he should then obtain photographic copies. 
These he should proceed to colour, carefully copying 
the various tints of the originals. He will by this 
means obtain a knowledge of the various colours 
used in producing the desired effect in the original, 
and of the modifications of these colours rendered 
necessary by the tone of his photograph. 

One of the sreatest difficulties the beginner will Tone of 

'^ ^ photograph. 

meet with is this want of mharony in many cases 
between the tone of the photograph and shadow 
tints required in the coloured picture ; and as both 
perpetually vary, no rule can be given for avoiding 
the difficulty. We can only reiterate as a general 
rule, that warm grey- toned photographs are best for 
colouring ; that for fair persons — especially for ladies 
and children — a light impression, free from heavy, 
abrupt shadows, but perfect in definition and half- 
tone throughout, is best ; for dark persons, especially 
strongly-marked men's heads, a more vigorous im- 
pression may be used with advantage. 

The novice should study to acquire a firm, free JJ^J^^^^ 
touch with the pencil ; having a distinct conception 
of the object of each stroke, endeavour to effect 
that object by one bold touch rather than by several 
hesitating attempts. Remember that in water 
colours the first tints must be kept pure and bril- 

D 
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liant, as they may be easily lowered afterwards to any 
required tone ; but once rendered dull or muddy 
looking, nothing can restore their purity. 

At the risk of some repetition, we will add to 
these preliminary remarks a score of maxims, which 
apply equally to every mode of colouring, whether 
in oil, water, or dry colours. The colourist will do 
well to store them carefully in his memory, and 
have them at all times ready for application : — 

wSfiJrin-" ^' Flesh as it retires from the eye appears to 



grow colder in tone, 
n. The edges of all cast shadows are grey, 
in. The high lights of flesh should be of a 
yellowish-white. 

IV. A judicious subordination of the half- 
Ughts to those which are more promi- 
nent ensures brilliancy. 

V. As light is colour, every gradation to 

shadow is a gradation from colour ; and 

shadcTs therefore should never be too 

bright. ' 

VI. Local colours are not found either in lights 

or shadows. ! 

Vn. Gold colours, or those approximating to 
blue, retire. 
Vm. Warm colours, or those approximating to 
orange, advance. 
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IX. Contrasts give brilliancy of effect; but 
they should never b^ violent or inhar 
monious. 
X. The style of execution should vary with 
the subject, to aid in expressing cha- 
racter; — ^vigorous and bold in a man, 
delicate and tender in a woman. 
XL Colours should be laid with as little rub- 
bing with the brush as possible, to keep 
them fresh and bright. 

XII. Avoid harshness. Let every line be soft- 
ened; for in nature there are no real 
outlines, although the boundary of sight 
is distinctly marked. 

Xin. Keep all cast shadows of one tone, and 
always warm (except at the edges), vary- 
ing of course with the local tint. 

XIV. Keep reflected lights warm, unless the 
object from which they are derived is 
visible ; in that case, they partake of its 
especial colour. 
XV. Where the outline of a figure is ungrace- 
ful, it may judiciously be lost to some 
extent in the shadow of the background. 

XVI. Massmg lights and shadows together will 
ensure breadth and grandeur of effect. 
A skilfully-managed background will 
greatly aid in this respect. 

D 2 
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XVII. Carefully preserve transparency in the 

shadows. V 

XVni. Colours should be kept pure and trans- 
parent; truthful to the subject, and 
harmonious both with each other and 
the nature of the picture. 
XIX. Every part of ^the background should 
appear to retire from the figure, which 
should never seem to be cut in or inlaid. 
XX. The most careful manipulation and ela- 
borate finish will be tame and ineffective 
without a perpetual attention to the 
proper preservation of breadth of light 
and shade. 

tfred'^^ikate ^ constaut reference to the duplicate photo- 
graph will enable the colourist to preserve the like" 
ness in his picture ; and constant attention to these 
maxims will enable him to give it some value as a 
work of art. 

TO PAINT THE HEAD. 

^hot? ah"* ^^® photograph being prepared, ascertain that 
^oioi^''^''''' it is in a condition to receive the colour by trying 
one comer. If the colour be absorbed too much, 
another sizing will be desirable ; but whilst a slight 
absorption of the colour renders more care neces- 
sary, it has the advantage of enabling the artist to 



TO PAINT THE HEAD. 39 

gain depth and transparency by working over his 
previous painting without disturbing the colour. 

The photograph should be placed on a small Position for 
desk, the light falling on it from the left hand. A 
piece of clean paper should be kept over the lower 
part, on which to rest the hand whilst painting the 
head, otherwise it will get greased with the hand, 
and receive the colour with diificulty. A duplicate 
copy, well and strongly defined, should always ^be 
immediately at hand for constant reference. 

In setting the palette for flesh, the miniature- setting the 
painter generally uses for the local colour a wash of 
Venetian red and Indian yellow. This is not, how- 
ever, found most suitable for the same purpose in 
colouring photographs ; the slightly yellow hue of 
the lights of most photographs rendering this com- 
bination too intense. Naples yellow with a little 
madder pink, will be found more useful for the 
general wash, the slight opacity of Naples yellow 
having a good effect in softening the harshness of 
the shadows too common in many photographs. It 
is necessary here to remark, that there are two 
tints of Naples yellow sold, one of a greenish tone, 
and the other more cream-coloured ; it is the latter 
we are now recommending. 

Commence by giving the retiring shadows of j^**™]^®"^^"*^ 
the forehead, eyes, and mouth, a wash of grey, com- 
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posed of Naples yellow and cobalt, the green or 
blue tint prevailing, as the complexion is dark or 
fair. Now give a general wash of Naples yellow 
with a little pink in^der, keeping the colour pure 
and brilliant, and not too deep in tint. Whilst this 
is drying the hair may be coloured, the tone of the 

tirehSr"^ photograph, of course, materially modifying the 
selection of tints to be used, a list of which will be 
found in another place. In some heavy photographs, 
it will be necessary to use a little body colour for 

The eyes, the high lights. The eyebrows and eyelashes may 
now be touched and the pupil put in with sepia, 
and the iris with cobalt and sepia if a grey or blue 
eye, or for dark eye with burnt sienna. The lips 

TheUps. are now to be coloured with vermilion and pink 
madder, remembering to keep the upper lip in 
shadow. The lips of children require more ver- 
milion, and of aged persons more pink madder, 
sometimes even approximating to a purple hue. 
The shadows about the mouth and nostrils may now 
be touched with brown madder and pink madder. 

Shadows of The principal shadows of the face may next be 
strengthened with a mixture of Indian red, cobalt, 
pink madder, and Naples or Indian yellow, the 
tone of the photograph and the complexion of the 
model indicating which of these colours shall pre- 
vail. Now heighten the general flesh tint by hatch- 
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ing, using the colour thin and flowing, and following 
the form of the face. In dark complexions the 
carnations may be heightened with Indian red. The cheek. 

If high finish be not desired, the head might 
now be completed by heightening the colour on the 
cheek with vermilion and pink madder. 

Good photographs, thus finished and styled Timing. 

" TINTED," 

have a very pleasing effect if skilfully managed. 
In many cases, however, a more completely elabo- 
rated painting will be required. In which case, 
next proceed to wash in the general tint of the 
background, choosing a colour that will give 
the most value to the complexion. The draperies 
may now, also, be commenced, by receiving the 
general wash. 

This will have materially modified the depth of strengthen- 
the flesh tints, which must be strengthened ac- tints. 
cordingly. The colour of the cheek is now to be 
heightened with vermilion and pink madder. Car- 
mine is sometimes used for the cheeks of children 
and ladies, with pleasing efiect. In colouring the 
cheek, bring the colour well up to the temple and 
diffiise it towards the ear, stippling the edges near 
the nose ; add also a little of the same tint to the 
chin. Deepen the extreme shadows a&^in if neces- Deepening 

'■ '^ the shadows 

sary, and blend the shadows with the local flesh, 
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by Stippling with grey. Hatch over the shadows of 
the forehead — which have be^n deepened previously 
with Indian red — with a bluish grey, and with a 
light tint of the same hatch over the retiring cheek, 
the temples, and about the chin. Put in the blue 
shadows beneath and at the comers of the mouth. 
Now stipple the socket of the eye with a cool green. 
The reflected lights may next be warmed by stip- 
pling with the flesh tint. Finish the lips by stip- 
pling with vermilion and pink madder, using a little 
Chinese white for the high light, if necessary. Touch 
the edge of the upper eyelid with Indian red, and 
soften the shaded side of the iris, by the addition 
of a little shadow colour. The sclerotic or white 
of the eye in many persons will require touching 
slightly tnth cobalt, and the comer next the nose 
with pink madder. 

Fini8iiingthe The hair may now be finished, taking care to 
keep it in mass, avoiding the wiry efiect of single 
hairs. Soften the outline of the head where it 
meets the background, to avoid the efiect of in- 
laying. Work on the edges of the hair and flesh 
with gray, to prevent the hair appearing cut into 
the face. 

Finishing The head will now be considerably advanced, 

touc)ie«. ^ ' 

and the chief work will be to give finish and soft* 
ness by stippling in the greys and pearly tints,, and 

I to give a spirit and character by putting in the 

i 
i 

i 
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deepest " touches " about the eye with sepia and 
pink madder, mixed with a little dilute gum arable, 
and about the mouth and nose with sepia and gum 
water. The light in the pupil of the eye must be 
carefully put in with Chinese white, the preferable 
form of which is that in botUe. 

The neck and bosom, hands and arms, which The neck and 

' ' ^ hands. 

have previously been washed with the local tint, 
may now be finished. The shadows of the neck 
are cooler than those of the face, as are also those 
of the bosom, which are of a bluish tint. The tips 
of the fingers, knudkles, and elbows, may be hatched 
with pink madder, and the divisions of the fingers 
touched with the same. 

Next proceed to finish the draperies and back- Draperies 

and back- 

ground (of the method of painting these we shall ground. 
speak in another place). In the choice of colours 
for this purpose, the complexion of the model must 
be considered. If it incline to yellow, it may be 
neutralized by the proximity of a brilliant yellow 
ribbon, whilst purple would ruin it. A very red or 
purple face may be softened by the neighbourhood 
of more vivid colours of the same hue. A bright 
rosy complexion will be improved by draperies of 
green, and a very fair complexion may gain by con- 
tact with blue. 

Now return to the face and examine it carefully, corrections 

^ ' and altera- 

in order to give it the finishing touches. Begin at ^®°*- 
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the upper part of the picture and complete it as 
you proceed. IVhere the shadows have too much 
purple, correct with cobalt and a little yellow ; if 
too green, correct with Naples yellow and pink 
madder. Touch the eyelids with sepia. See that 
all the edges of shadows are softened into fiesh 
with gray. Keep all retiring parts cool. The 
shadows of the ear should be warm^ and general tint 
somewhat pinkish. The shadow under the nose 
may be glazed with Vandyke brown. If the hatch- 
ing be too wiry, work on it with a wet pencil with- 
out colour, to blend and soften the lines. 
Highlights The high lights in the photograph should be 
throughout carefully preserved. Where it is neces- 
sary they may be put in with a little Chinese white 
and Naples yellow, passing over them when dry a 
delicate coat of the local tint, to blend them with the 
flesh. 

A little gum water used in the deepest shadows 
of the hair, eyes, &c., gives transparency if required , 
and the picture is finished. 



General hints 
on hair. 



COLOUR OF HAIR. 

The various colours of hair are so numerous, and 
the tones of photographs so varied, as to render it 
impossible to give any specific combinations of 
colour for painting hair. We may, however, oflTer a 
few general hints. In such heavy photographs as 
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may require it, a little body colour may be used. 
Chinese white or Naples yellow added to the colour 
for lights will answer. 

Flaxen Hair. — ^The lights may be formed with 
Roman ochre, the shadows have often a greenish 
hue. 

Auburn and Chestnut Hair. — ^The lights of 
neutral tint inclining to purple, the local colour 
burnt umber, the shadows glazed with lake. 

Bright Red ELur. — ^As it is rarely an object of 
ambition to possess hair of this colour, it should be 
generally somewhat subdued. For the lights Roman 
ochre may be used ; Venetian red and sepia, or burnt 
sienna, for the local colour. Shadow with sepia 
and lake. 

Dark Brown Hair. — ^Lights, purple; local colour, 
sepia ; shadows warm. 

Raven Black Hair. — ^Lights, neutral tint; local 
colour, indigo, lake, and gamboge, in such propor- 
tions as may be required. 

Gret Hair. — Cobalt and sepia, modified as may 
be required with neutral tint and burnt umber. 

DRAPERIES. 

We have before remarked that in portrait paint- 
ing, whilst there are certain colours inherent in the 
model which the artist must render accurately 
by colouring them as fiaithfully as possible, there 
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are others the management of which are very much 
Preaenration Under his own coutroL and by the judicious choice 

of hannony. 

and arrangement of which he gives their utmost 
value to the colours absolutely belonging to the 
sitter, and preserves the harmony and keeping of 
his picture. The management of the draperies 
comes under this head. We cannot here elaborate 
the subject, but must leave it to the good taste of 
the colourist, merely referring him to the brief 
statement of the principles on which the harmony of 
colour is based, given in a former chapter. 
^asp^t In a good photograph the characteristic texture, 
«iikB,&c folds, lights, and shadows of different fabrics are 
generally rendered with great accuracy and beauty; 
and in silks and satins the artist will have little diffi- 
culty in colouring; clear washes of transparent 
colour generally suffice, a little Chinese white being 
sometimes added to the high lights, to give addi- 
tional brilliancy. As a general rule, where the 
lights are cool the shadows should be warm. 
Blue druses Blub, oftcu a favouritc colour with ladies, is 

undesirable. ^ ' 

somewhat troublesome for the artist to deal with, 
as the presence of such a mass of cold and positive 
colour renders it necessary to introduce something 
sufficiently warm to preserve the harmony of the 
picture. Where it must be paiuted, use cobalt for 
the lights, and French blue and lake for the shadows; 
and in some cases a little sepia may be added, 
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keeping the shadows as warm as possible. For dark 
blue, indigo or Prussian blue, still keeping the 
shadows warm, and if the blue approximate to purple 
the shadows may have a tinge of orange. 

Yellow. — ^AU positive colours should be avoided aii positive 

colours to b6 

in any mass, or at least used with moderated bril- avoided. 
liancy. If Indian yellow be used for lights, the 
shadows should be of Vandyke brown, and a little 
purple madder. Gamboge may be shadowed with 
sepia. Cadmium yellow, which is of a rich per- 
manent orange tint, may be shadowed with burnt 
sienna and lake. 

Red. — Whether vermilion, carmine, or lake be 
used, sepia and lake in modified combinations will 
form a good shadow colour. Pink, which is either 
carmine or pink madder diluted, may be shadowed 
with carmine, cobalt, and sepia mixed to a lilac 
tint. For uniforms a most brilliant scarlet is pro- scwiet 

-*- uniforms. 

duced by first washing with cadmium yellow, and 
when that is dry using vermilion over it. Shadow 
with carmine and sepia. 
Purples, Greens, Orange, and all compound compound 

lulls* 

tints are formed by mixture of some of the primaries. 
A little practice will enable the colourist to select 
such as best meet the wants of the moment, follow- 
ing the principles already indicated regarding their 
shadows. 

White. — Chinese white is the most useful and 
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permanent. The middle tints may be formed of 
cobalt and Indian red, and the shadows of sepia. 
Chinese white is used for lace, pearls, &;c. 

Black.— Sepia, indigo, and lake ; or gamboge, 
indigo, and lake, make a good transparent black for 
silks, &;c., using more indigo for the lights and more 
lake for the shadows. 
Ornaments. GoLD Obnaments may be touched with Roman 
ochre ; the lights with Chinese white and chrome or 
Naples yellow, and the shadows with burnt umber. 
Cloth Fabbics. — These, unlike silks, are often 
painted in opaque colours, and it is then best to 
cover up to some extent the photograph at once 
with the local colour, and paint the lights and 
Body colour, shadows ou it ; or, if they are strengthened first, 
and^y^l they wiU show sufficiently through the local colour 
to guide the artist as to the drawing. For a black 
coat, mix Chinese white and lamp or ivory black 
to the proper tint for the local colour, adding a little 
gum water. Lay on as evenly and smoothly as 
possible a full coat of this ; when dry, wash with thin 
gum water carefully. When this is dry, any little 
inequalities are to be taken o£P with a scraper, and 
the surface again lightly coated with gum water. 
This process may be repeated if necessary, until an 
even smooth foundation is obtained. Now paint in 
the lights and shadows carefully, observing the 
drawing in the duplicate photograph. The shadows 



BACKGBOUKDS. 49 

will be formed with indigo, sepia, and lake, mixed 
with gum water, and the lights of the same without 
the gum, with the addition of sufficient Chinese 
white. Care must be taken in painting these not 
to disturb the general wash. Cloth fabrics of other 
colours require similar treatment, Chinese white 
forming the body colour, with the addition of such 
other tint as may be required. 

Where cloth draperies in the photograph are 
perfect and well defined, it is not necessary to use 
body colour in obtaining texture. In such cases, 
transparent washes preserving the characteristic 
texture, as rendered in the photograph, will answer 
every purpose. The lights and shadows will then 
be strengthened in the same manner as if body 
colours were used. This method is best where it is 
desired to preserve the general photographic cha- 
racter of the picture. 

The deep shadows of all draperies are improved ^om water. 
by the addition of a little gum water ; but this 
should be used very sparingly, as excess is likely to 
crack, and gives a vulgar effect. 

BACKGROUNDS. 

The background is generally still more under the 
control of the colourist than the draperies, and 
by it he is enabled, not only to give relief to the 
figure, but to harmonise the whole. It should be n^^JJir,., 
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devoted to repose, and in no case should be so 

painted as to distract attention from the principal 

figure. If painted of one uniform flat tint, the 

Inlaid effect figure is apt to appear inlaid, which should by all 

avoided, and mcans be avoidcd. The aim should be, to give an 

atmosphere ' ° 

bought. atmosphere to the picture. This must be eftected 
by using broken tints, and by causing the light to 
fall on the background from the same point as it 
falls on the sitter. As a general rule, a judiciously- 
painted plain background has the best effect. The 
fewer objects introduced into a background, the 
better; and where introduced they should be merely 
indicated, not painted with sharpness or intensity. 

S^^oSd. If ^ landscape background be introduced, it should 
be painted broadly, and with few details. With a 
large portion of the public these backgrounds are 
preferred, and they sometimes serve the colourist's 
purpose in admitting the repetition of the flesh 
colour in the warm tints near the horizon. 

As a general rule, the best background is one 
which is darker than the lights, and lighter than the 

General tint shadows, of the picturc. For fair persons the blues, 
violets, and greens may be used with advantage, 
whilst for dark persons warm browns and dark reds 
will be found valuable. Greys, greens, olive, 
greenish greys, &c., will frequently be useful. 

w^id^^ The local tint should be washed, and the lights 

and shadows of the back-ground hatched on, using 
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a little gum water with the colour* If a curtain be 
required, it should be painted with opaque colour; a 
sky, with transparent colour. 

Opaque '^flat'* backgrounds are often painted in opaqae 
photographs simply because they are easy to manage, inartistic. 
and readily hide any defect in the photograph. 
Almost any tint may be made with Chinese white, 
and the addition of such other colour as may be 
required. A stone colour may be formed by mixing 
Chinese white with yellow ochre and burnt umber; 
a chocolate, of Chinese white and lamp black and Mode or 

. , paintiiijf 

Indian red ; a greenish grey, of Chinese white, yellow ^^em. 
ochre, and indigo. Opaque backgrounds are generally 
inartistic, however, and make the figure appear inlaid. 

When white spots occur in the background from spots, to 
some defect in the photograph, they must be touched 
with a little deeper tint of the local colour, which is 
generally lamp black or sepia. Black spots ought 
never to occur, for the transparent spots in the 
negative which cause them ought to be " touched "Touching 

° ^ ® out " the 

out" in the first instance with opaque colour. negative. 

VIGNETTE PHOTOGRAPHS. 

A pleasing style of photograph has been much 
produced of late under this name. They do not 
require the same amount of finish as others, but 
look exceedingly well when tinted as described in a 
previous page. 
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STEREOSCOPIC PICTURES. 

Photographs intended for the stereoscope should 
be simply tinted with transparent colours, as any 
attempt to produce finish by elaborate manipulation 
would not only fail of its purpose, but would, by 
altering or obscuring the minute photographic 
detail, materially interfere with the stereoscopic 
result. The following list comprises a selection of 
colours, the transparency of which may be relied 
on, and which will meet all general requirements : 

Burnt Carmine. Cobalt. 

Carmine. Crimson Lake. 

Grallstone. Indian Yellow. 

Permanent Crimson. Purple Lake. 

French Blue. Scarlet Lake. 

Pink Madder. Brown Pink. 

Rose Madder. Burnt Sienna. 

Dragon's Blood. Raw Sienna. 

Gramboge. Sap Green. 

Indigo. Verdigris. 

Italian Pink. Vandyke Brown. ' 

Orange Ochre. Yellow Lake. 

Piiissian Blue. 

GELATINIZING POSITIVES. 

As especially applicable to stereoscopic photo- 
graphs, and to some extent to paper positives gene- 
rally, it may be of interest to some of our readers to 
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possess a mode of coating pictures with a film of 
gelatine, practised with success in France, and pro- 
ducing better results than any other varnishing 
process. 

To 20 grains of the purest selatine — ^Italian ffela- Mode of 

^ ^ . gelatinizing. 

tine is best : isinglass will not do at all — add an 
ounce of cold water, and place it near a fire until it 
is dissolved, and then strain through muslin. Pro- 
vide a piece of well-polished plate-glass, free from 
scratches and imperfections, of the required size. 
After cleansing thoroughly and drying, sponge all 
over with fresh ox gall. Before the ox gall is dry, 
pour on it sufficient of the hot solution of gelatine 
to cover the plate in the same manner as collodion, 
and put it away to set where it will be free from dust. 
The time required for setting will depend on the tem- 
perature, varying from half-an-hour to a few hours. 
When it is sufficiently set — ^which may be ascer- 
tained by gently laying a finger on its surface, 
which should just retain the impression thus made, 
without being " tacky" — ^lay the picture gently on 
the gelatine, face downwards, pressing it, and taking 
sufficient care to avoid air-bubbles; then leave it 
some hours to harden thoroughly. Stereoscopic 
pictures might be left in this condition with advan- 
tage, binding the picture and ^ass together at the 
edges by a piece of gummed paper. Where, how- 
ever, this is not intended, a penknife may be run 

E 2 
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round the edge of the picture, when the gelatine is 
perfectly dry ; it will, if the process has been pro- 
perly conducted, separate from the glass with ease, 
and present a highly polished transparent surface, 
exhibiting the minutest detail with the greatest 
delicacy and beauty. 

As gelatine possesses a tendency to absorb mois- 
ture, and also to decomposition, it is doubtful 
whether this process will tend to the preservation of 
the photograph. The picture should always be 
mounted, or, after gelatinising, it will be apt to 
curl up. Touching the surface with a warm or 
moist finger will also injure its gloss. 

MEZZOTINT PHOTOGRAPHS. 

H*htaid^ ^" Touching up paper prints in light and shade chiefly 
shade. requires care and some knowledge of drawing. 
The colours to be used must somewhat depend on 
the tone of the photograph. Brown Madder and 
Indian Ink, in the required proportions, will very 
nearly approximate to the tone of many photo- 
gi*aphs; whilst others will require these colours, 
with the addition of a little neutral tint, or others a 
little , sepia. . The chief point is to use very little 
colour, at a time, and, in touching the half tone 
especially, to work with a tolerably dry brush ; you 
will thus see better the exact depth of the tint you 
are producing than if working with a pencil fully 
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» 

charged with wet colour. A little Chinese White Body 

colour. 

(see page 45) may sometimes be used, if the pho- 
tograph be very heavy and wanting in drawing in 
the shadows, especially in the hair. But it must 
be remembered that Chinese White is very cold 
compared with the tone of most photographs, and 
will require modifying to harmonize. It may also 
be used for putting the point of light in the eye. 
Avoid gum, and everything which does not accord Gum water. 
with the surface of the print. 

REPRODUCTIOlSr OF IMPROVED POSITIVES. 

Closely connected with the above process, we are 
tempted, although somewhat out of our province, 
to give a method of producing *' improved posi- 
tives," which, although simple in itself, does not 
seem to have occurred to photographers generally, 
but which will be found especially useful where 
several copies of the same picture are required. 

It is not an uncommon circumstance with pho- imperfect 

^ negatives. 

tographers to obtain a negative in which the por- 
trait may be perfect, but the background defective. 
Other cases occur where some minor or even car- 
dinal defect exists in a negative, of which it is 
impossible to procure a better copy. In such cases a remedy 

'^ ^ *^'' , for defects. 

the photographer may find a valuable resource in 
the facility which he may possess for ^'touching 
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up" a print from such negative in light and shade, 
making such emendations and improvements as he 
may require, doing this with suiSicient breadth and 
vigour, and from this amended copy reproducing a 
negative at his leisure, from which he may print as 
many perfect proofs as he may require. 
Pictorial Again, where an uncoloured portrait is required 

backgrounds. ... . 

for publication, it sometimes happens that a back- 
ground with a few characteristic objects is required, 
for which " set scenes " or painted screens are not 
immediately available. This may be easily eflfected 
in the same manner, a first impression being 
coloured in light and shade with such characteristic 
background as may be required, and from this a 
negative obtained giving prints with the perfected 
pictorial results. 

GENERAL REMARKS. 

On concluding our instructions for painting pho- 
tographs in water colours, we must repeat our 
reiterated remark, that all we have said on the com- 
Thesein- biuations of colour best suited to imitate certain 
merei^^ cffects iu nature are merely suggestive, and will 
require perpetually modifying to suit the complexions 
to be imitated and the tone of the photograph to be 
coloured. A right method of colouring is the main 
consideration. There is no need to be anxious to 
attain high finish at once. To retain the likeness 



fiaggestive. 
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must first be studied, and after that to obtain purity * 
of colour, roundness, vigour, and breadth of light 
and shadow. Refer constantly to the duplicate copy, 
and keep the picture well together, as one part of 
the picture cannot be properly finished before the 
remainder is sufficiently advanced. Remember 
throughout, that whilst the shadows of the photo- 
graph may be strengthened or subdued, they must 
never be obliterated. Persevere in aiming atpeneverc. 
excellence. Never say "it will do," until your 
work is as perfect as you can make it Observing 
this rule, and following carefully the suggestions we 
have given, you must, if possessing any capacity or 
aptitude whatever for the undertaking, in£Edlibly 
succeed. 
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PHOTOGRAPHIC COLOURS. 



POWDER. 

From the earliest history of photographs^ which, 
as the reader is aware, were first produced on 
silver plates by the process of Mens. Daguerre, an 
efficient mode of colouring them has been felt as a 
serious desideratum ; and it is somewhat amusing 

ofSourin^ to glance at the various methods proposed, for some 
of which patents were obtained. One gentleman 
proposed to cover the daguerreotype plate with a 
thin transparent membrane, attaching it to the sur- 
face by means of gum, and upon this surface 
transparent colours prepared with varnish were to 
be applied. Another proposed to trace the outline 
of the picture on the glass covering it, and then 
removing the glass, colour it with the transparent 
colours used in painting glass for the magic lantern; 
the glass then being replaced, the picture was seen 
through the tinted medium. At length the appli- 
cation of dry colours in a state of very fine powder 
was adopted. By this method, although much the 

JZuJf'* best for the purpose, so imperfect was the prepara- 
tion of the colours, and so inefficient the method of 
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using them, pictures were, for many years, as fre- 
quently spoiled as improved. The colours sold for 
the purpose were often utterly worthless, and the 
instructions for their use we have seen on more than 
one occasion have been to the effect that they were 
to be " dusted over the picture ! " The variety, 
brilliancy, and delicacy of the tints, and the excel- 
lence of the preparation of those we are about 
to describe, however, offer the fullest facilities, 
with even average taste, skill, and perseverance, 
for producing very beautiful results. 

Dry colours are used for colouring positives on Dry colours: 
glass, silver plate, or albumenized paper. They 
are used, as we have said, in the form of an impal* 
pable powder, and are prepared so as to adhere to 
the surface of the picture by the simplest manipula- 
tion. The following list comprises every tint that 
can be desired for flesh, draperies, or backgrounds : 

Flesh, fair, No. 1 and No. 2, and dark No. 1 
and No. 2. — The fleshes No. 1 are invaluable for 
the high lights of flesh, and in delicate complexions 
as a general local tint No. 2 fair, and No. 2 dark, 
are used for the local colour of the complexions 
their names indicate. They give a clear, healthy 
effect, altogether unlike the brick-dust powder so 
often sold as flesh colour.^ 

♦ We may here remark once for all, and at the risk of 
appearing prejudiced, that we are speaking of the colours 
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Complexions, Nos. 1, 2, and 3. — No. 1 is a pure, 
brilliant flesh, alike useful for the local tints of florid 
complexions, or, in combination with No. 1 flesh, 
gives a fine healthy colour for fair complexions. 
No. 2 approximates more closely to carmine, and is 
valuable for the rosy hue of the cheeks in fair 
persons. No. 3 gives a fine life-like colour to the 
cheeks of dark or bronzed complexions. 

Lips. — A bright carnation which bites well, suit- 
able in most cases for lips, and for a variety of other 
purposes. 

Carmine. — A very pure brilliant red, useful in 
some complexions for the rosy hue, and for 
draperies. 



prepared by Mr. Newman. After many years' constant 
practice in the use of dry colours, and after having tried, 
we believe, those of almost every maker, we unhesitatingly 
aver that there are none in any respect comparable to those 
we are now describing. An almost universal characteristic 
of powder colours is, the dull, heavy effect they give to the 
picture, however brilliant in themselves the colours may 
appear. The special difference in Mb. Newman's colours 
is, that thej do not produce this effect. Clear and brilliant 
in themselves, they give a life-like effect to the picture. 
Even want of skill in the colourist does not impair the 
brilliance and purity of the results, and with average skill 
and care the very finest effects may be obtained. Th^ 
extreme ease and simplicity with which they are mani- 
pulated, preventing waste, mkaes them the cheapest as well 
as the best. 
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Crimson, — A very vivid and powerful red ; 
works well. It is not generally suitable for flesh, 
but useful in draperies.' 

Damask. — A very deep crimson, very valuable 
in draperies, and with a little green may often be 
used with advantage in the shadows of flesh. 

Carnation. — A life-like rosy tint for brightening 
brilliant complexions and draperies. 

Lavender. — A very valuable colour, working 
exceedingly well ; useful in skies as well as 
draperies. 

Violet, Plum, and Pucb. — Three analogous 
colours, the latter two each warmer, or redder, than 
the preceding ; all useful for draperies. 

Blubs, Nos. 1, 2, and 8. — ^Nos. 1 and 2 are light 
blues, suitable for skies. No. 1 is very light, suit- 
able for a hazy, cloudy sky. No. 2 is a peculiarly 
useful colour, of unequalled brilliancy and perma- 
nence, and works admirably. No. 3 is darker and 
more suitable for draperies. 

Yellows, Nos. 1, 2, and 8, Golden Yellow 
and Orange, comprise yellows of every tint ; will 
frequently be found useful in landscape backgrounds, 
draperies, and light hair. 

Horizon. — Useful in landscape backgrounds, 
and occasionally in draperies. 
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White, Satin White, and White for Solari- 
ZATiON. — Three whites of slighdy diflFerent tones ; 
the latter is sued for correcting the blue tints of the 
whites in solarized daguerreotypes. 

Peach. — A yery delicate and beautiful tint, 
which bites exceedingly well. It is useful occasion- 
ally in the shadows of flesh in fisiir persons. It has 
a very good effect in light draperies, and in the high 
lights of purple draperies, especially of velvet. 
Useful also occasionally in the shadows of light, 
fleecy clouds. 

Browns, Nos. 1, 2, 3, and 4. — ^No. 1 is a valu- 
able light brown, of a warm tone ; very useful for 
light hair, or, with a little orange added, for red 
hair. No. 3 is a similar colour, but darker. Nos. 
2 and 4 are light and dark browns of a colder tone. 
All are useful for hair, draperies, and backgrounds, 
either plain or landscape. 

Greys, Nos. 1, 2, and 3, and Silver Grey. — 
Four valuable colours for plain backgrounds, and 
for clouds. Silver grey is a beautiful colour, which 
will be found useful for many purposes. 

Rose, Pink, and Claret. — Three fine bright 
colours; useful in draperies, &c. The rose is a 
yery beautiful and delicate tint, valuable, in combi- 
nation with No. 1 complexion, in the carnations of 
delicate fair persons. 
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Greens, Nos. 1, 2, 3, and 4, and Distance. — 
These greens, light and dark, cold and warm, with 
the DISTANCE, a greenish blue, will be found 
valuable in landscape backgrounds, as also in 
draperies. 

Permanent Scarlet. — A very brilliant scarlet, 
slightly inclining to orange. 

Black. — Occasionally useful in deepening 
shadows and in backgrounds ; but in good photo- 
graphs it is rarely required. 

BRUSHES. 
It is absolutely necessary that the amateur should Bad pencils 

■^ ^ ' ^ ^ useless. 

have good and suitable pencils to commence with ; 
nothing will be more likely to cause him to throw 
up the attempt in disgust than unsuitable pencils, 
by which it is impossible to apply the colour 
properly. They should be of the best material, Kindot 

fencil 

and manufactured so as to carry a firm, well-sup- required. 
ported point. This should result from the careful 
selection and arrangement of the natural points of 
the hair, and not from being ground to a point, a 
practice resorted to by inferior makers to gain a 
factitious point. For general purposes Nos. 1 and 2 
camel's hair will be found most useful. They should to prepare 

, . f<*r use. 

be prepared for use from time to time by briskly 
agitating in a glass of clean water, and then drawn 
through the lips to fonn a point, in which form 
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they miist be soflfered to dry, and are Iben ready 
finr use. A good stod^ ready pointed should always 
be kept at hand, as it is not desirable to use the 
same pencil for disajmilar colours. A few larger 
camel's hair pencils will be found useful in back- 
grounds, and a few small sables for fine lines. Com- 
mon pencils, which at once spresd into the form of a 
dusting brush when dry, are worse than useless. 
In addition to colours and pendls, an elastic 

India robber India mbber bottle, with tube, will be required, for 
blowing off superfluous colour, as blowing with the 
lips should in no case be attempted, on account of 
the danger of spotting the picture with moisture. 
The vulcanized India rubber Mowers ^ould be 
avoided, especially if daguerreotypes are to be 
coloured, as the sulphur acquired by the India 
rubber in the process of vulcanizing is sometimes 
given off in minute particles, which immediately 
covers the silver plate with black spots. This 
remark will explain to many who have coloured 
daguerreotypes the cause of a source of annoyance 
which has appeared unaccountable. A large camePs 

^Ttf^Oi^ hair dusting brush, gold and silver shells, and a 
botde or tube of Chinese white, will also be 
required. 

The colourist will find his account in procuring 

b^rSSS* ** *^® outset a complete box of colours, in which 

'*^ he will find the best possible selection of tints for 
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flesh, draperies, backgrounds ; and also a complete 
assortment of pencils^ and other requisites for his 
purpose. Facilities for plenty of variety in colour- 
ing will make the work easier, because more in- 
teresting to the colourist, as well as more satisfactory 
in result. 

VARNISH. 

A good varnish for glass positives, presenting a want of a 
surface suitable for receiving colour, has been felt as 
a want by all practical photographers; and notwith- 
standing the number and variety prepared for the 
purpose, under the various names of crystal, 
vitreous, chloroform, ambrotype, amber, &c., &c., 
none have been found fully to meet the require- 
ments of the artistic colourist. A great misappre- JJ^g^yecT 
hension, we think, as to the proper characteristics 
of such a varnish, has prevailed amongst the 
manufacturers, and we fear to a large extent amongst 
photographers themselves. To cover the picture 
with an even layer of some hard transparent gum, 
to serve a protective purpose, has in most cases 
appeared their only aim. This, whilst it has 
enriched the blacks, has in all cases lowered the 
whites, and given the picture a common, glazed, 
inartistic appearance. Just as reasonable, we take 
it, would it be to varnish in like manner a delicate 
ivory miniature. A varnish for glass positives, to 
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What it 
should be. 



Crayon 
drawmg. 



Daguerreo- 
types. 



give the greatest facilities to the colourist, and have 
the most artistic efFect when finished, should not 
present a hard glassy surface oiF which the colours 
must blow like dust ; but a surface which, whilst 
entirely free from all " tackiness," should neverthe- 
less present a tooth to the colour. This should 
result from a slightly granular efFect in the surface ; 
not, let us be clearly understood, the least degree 
granulsu: in appearance to the eye, but to the touch 
of the pencil. Such a varnish, whilst enriching the 
blacks, and giving the shadows transparency, should 
leave the lights somewhat ^^fiat" or dead, and 
scarcely in any appreciable degree lower their 
colour. On such a surface the dry colours will 
adhere like crayons — ^itis, in fact, a species of crayon 
drawing of which we are writing— on it the finest 
effects are possible to skill and patience.^ 

METHOD OF COLOURING. 

The method of colouring is much the same 
whether on daguerreotypes, positives on glass, or 
on paper. Daguerreotypes are coloured in all 
respects as glass positives; and as they are not usually 
varnished, when once coloured throughout, they 
are finished. 

* A varnish largely possessing these characteristics, and 
drying quickly besides, has recently been introduced by Mr. 
Newman. It will be hailed, we doubt not, by photographers 
with great satisfaction. 
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The positive on glass may be coloured either on ^^"^^ ®" 
the collodion surface, or varnished and then 
coloured. As, however, we wish to give the mode 
of producing the best results^ we will describe our 
own method. The picture is first coloured on the 
collodion surface. It is well, perhaps, to commence 
on the forehead, using flesh No. 1, fair or dark, as 
the complexion may require. A small portion of 
colour is taken up on the pencil and applied with a 
circular motion, on the high lights first, and 
gradually softening towards the shadows, taking care 
at all times not to overload these with colour, or the 
roundness of the picture will be destroyed. Having 
coloured the lights of the forehead, nose, and chin 
with No. 1 flesh, now with No. 2 flesh, fair or Fiesh Tints. 
dark, commence on the lights of the cheeks, soften- 
ing into the shadows, and joining the high lights 
already coloured. If the complexion be very fair and 
delicate, a little No. 1 flesh may be combined with 
No. 2 for this general tint. The outlines of each 
feature must be carefully traced, and caution used to 
avoid covering the shadows of the mouth, nostrils, 
&c., as well as to avoid touching the hair or eyes 
with flesh colour. Proceed in like manner with the 
neck, arms, hands, &c. The hair, if golden or red. The hair. 
may now be coloured, touching only the lights and 
half tones, and avoiding the deepest shadows. As 
the varnish will materially lessen the brilliancy of 

V 



6S THE PRINCIPLBS ASD PRACTICB OF OOLOUBIKG. 

the first colouring, a little yellow or even orange 
may be safely used for light hair; and as the less the 
hair is touched after varnishing, except on the high 
lights, the better, it is well to colour suflBdently 
bright at first, allowing for the eflect of the vamislu 
An even, delicate coating of flesh colour having 
been obtained, proceed with the draperies. It is 
here necessary to remark, however, that " whilst 
brilliancy and depth are obtained in some colours 
by colouring before and after varnishing, with others 
no such advantage is gained, and it is comparatively 
useless to apply them before varnishing. A little 
experience will soon suggest where the line is to be 
coionre Qsed diawD. We may surest generally that fleshes, 

before var- ' ^^ . 

nishing. reds, greens, and yellows may be applied first 
with advantage ; whilst browns, purples, hght blue, 
and some other colours are best left until after 
varnishing. 

Draperies. In colouriug drapcrics proceed on the same 
principle as in flesh, commendng on the lights and 
softening into the shadows. Great care is here 
required to avoid covering the deepest shadows and 
destroying their transparency. 

The first colouring completed, carefully blow away 
with the India rubber bottle every particle of 
colour which has not adhered to the surface, other- 
wise it will run with the varnish. Before varnish- 
ing also observe if there are any spots or imperfee- 
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tions in the picture. Black spots, which will ^pj>^*j. ^^ 
occasionally occur in the background of otherwise 
good pictures, may be carefully touched out with a 
little of the Chinese white, modified with such other 
water colour as most nearly resembles the tint of 
the background. If the eyes have moved or are ^^^^ 
not perfectly sharp, they may, if the colourist possess "2er ^ "^^^^ 
sufficient skill, be touched with water colours, the ^^^^^ 
pupil defined and the markings of the eyelash 
deepened, and the light put in with a little Chinese 
white. But it must be remembered this requires 
great care, some skill, and knowledge of the actual 
drawing of tlie eye. Without these it is more easy 
to spoil than to improve the picture by the attempt. 

The picture is now to be varnished, blowing Vamiahing. 
carefully to remove the dust, &c.j the varnish is to 
be flooded on to the plate in the same manner as 
collodion, and with the same care to secure an even 
coating, and drained off at one comer. A dusty 
atmosphere should be avoided whilst varnishing the 
picture. 

When quite dry the picture is again ready for 
colouring. A material advantage has been gained, 
notwithstanding that all the colours already applied pemanency 
have lost so much in brilliancy. One great objection 
urged against the use of dry colours, has been their 
tendency to fade'. Here, however, they are dry 
colours no longer, the varnish combining with the 

' F 2 
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colour on the plate has formed a coating similar to 
oil paint, and possessing much of its stability^ 
Moreover, the colours which lay on the half-tones 
and shadows, somewhat obscuring them, having 
combined with a transparent vehicle, have lost any 
approximation to opacity they might have possessed. 
The colour on the highest lights, combining with the 
varnish, has formed a surface on which the subset 
quent colouring will bite with the greatest tenacity. 
Second The last remark will have suggested to the colour* 

requires ist the cxtrcmc carc with which the second colouring 



extreme care. 



must be conducted. Proceeding as in the first 
instance, but with the remembrance that now the 
colours are to be used exactly of the tint and 
brilliancy required, the high lights are recoloured 
with No. 1 flesh ; the local tint, with No. 2 flesh, 
fair or dark, as may be required ; the cheeks 
heightened with No. 2 or 8 complexion. Great 
care must now be used not to destroy the roundness 
and relief of the face by entirely covering the 
Shadows half-toucs and shadows with flesh colour. If the 

must not be 

obscured, colourist havc sufiicient skill, a great improvement 
may be obtained by delicately touching the shadows 
with an approximation to the requisite shadow colours 
of flesh. A little damask and green form a use- 
ful grey for this purpose in dark or florid comr 
plexions, the green prevaUing in the former, and 
the damask in the latter. For very fair complexions 
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the peach forms a delicate shadow colour, giving as 
it combines with the flesh an approach to the '^ pearly 
tints " of the water-colour painter. The lips may 
now be touched with the colour for the purpose, 
modified as the case may demand. The upper lips, 
being in shade, must be touched with very great 
care to receive very little colour, as there is danger 
of making it appear swollen. The nostrils may be 
touched with carmine or damask. The iris of blue Eyes and 
or light grey eyes tnay be touched with a suitable 
colour; but dark eyes, grey or hazel, are best 
untouched. For colouring the lips, eyes, and 
similar fine lines, a small sable pencil is most useful. 
The eyebrows and hair, where required, are now to 
be retouched. 

Proceed with the draperies in a similar manner. Draperies. 
Great care is required to preserve the peculiar 
texture of various fabrics, which is rendered with 
i^uch delicacy and faithfulness by photography, and 
which it is very easy to spoil by colours. 

The background is next to be coloured. To pro- Ba<*- 

\ , . , grounds. 

duce the best effects requires some skill and judg- 
ment, and much more of the beauty of the picture 
depends upon its management than most photo- 
graphers seem aware of. Careful perusal and 
attention to the principles laid down in the chapters 
on the Harmony of Colour will enable the artist to 
effect everything that can be desired. If a plain 
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Points to be background be intended, three points should be 

remembered. ° * 

remembered regarding it : — Such colours should be 
chosen as best harmonise with, and give value to, 
the colours in the model ; it should be so subdued 
and devoted to repose as never to distract attention 
from the principal figure ; and it should be so 
relieved by light . and shadow as to give an 
atmosphere to the picture, and in no case suggest 
the idea of the figure being inlaid. Almost every 

Colours to be colour may be used in backgrounds, but various 
combinations of the greys, greens, browns, and 
purples are most useful for the purpose, and admit 
of endless variety. The background should be 
shadowed towards the lower part of the picture; and 
a light thrown on to the upper portion, in the same 
direction as the light falls on the head of the 
sitter, has a good effect. No. 3 brush is best for 
producing a smooth, even background ; a smaller 
pencil being used to bring up the colour to the 
outline of the figure. 

Effect of a A. landscape background, consisting chiefly of 

uc^olmd. sky, is often a favourite ; it requires judiciously 
managing, and the effect of the blue in giving a 
yellow effect to the flesh should be remembered. 
The head should be painted in such case to suit 
the background to some extent. The blue must be 
laid on carefully and smoothly, with a No. 8 pencil, 

^io\J^ brighter towards the zenith and becoming more of 
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a lavender tint towards the horizon, as a general 
rule. As a sunset effect is often admired, the line 
of the horizon is drawn with the colour for that 
purpose. Some slight artistic knowledge is ab- 
solutely necessary to succeed in producing a good 
background of this kind. We may call attention, 
however, to one or two points which the amateur 
must bear in mind. The line of the horizon should Horizon. 
not be too low in the plate, and should be undu- 
lating, as a straight line would generally have an 
unnatural effect. The yellow should merge into 
red and that into lavender, gradually blending into 
the blue. Clouds low in the horizon should be of ciouda. 
a warm tint from the golden reflections of the sun- 
set. Clouds higher in the sky should be of a light 
fleecy character, and should be drawn with suflicient 
light and shadow to give them relief from the sky. 
Silver grey will be found useful for the lights ; and 
darker greys, lavender, peach, &c., for the shadows, 
which should gradually blend with the blue. It is 
the practice of some good colourists to leave spaces 
in the sky untouched with blue, to receive the 
clouds; in our own practice, however, we have 
found it simpler to put in the clouds after colouring 
with blue ; No. 1 flesh, or silver grey, as the case may 
require, giving the lighted edge with sufficient 
brilliancy. The distance of the landscape should Landscape. 
be. coloured with the colour for that purpose, 
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wanner greens, yellows, and browns being used as 
the landscape advances to the fiH^^rcMind. It is 
not necessary that much definite drawing be in- 
troduced into the landscape ; general eflfects, with- 
out much sharpness, only are required. 
^<^iow»~ As the shadows of the landscape, as abo of any 
*^<^ effects of drapery or ardntecture in the background, 
are obtained by leaving the plate untoudied, the 
colour of the background before colouring should 
be of a tolerably dark grey. 
Betoaching: After finishing the background and draperies, 
once more retouch the &ce, which will now appear 
somewhat modified by the surrounding colour. 
AiabMtrfne Positives On fi^lass, producod by what is termed 
the ^^Alabastrine process,"*^ offer facilities for 
effecting finer results with dry colours than can 
be obtained on any other kind of glass picture. 
The whites of the photograph being purer, the 
detail more perfect, whilst the sur&oe presenting a 
^^ tooth " like crayon paper, affords opportunity for 
an estremely brilliant and effective style of colour* 
ing. The mode of proceeding is somewhat different 
to that we have just described. The fnctare is 
varnished, with the varnish provided for the pur- 

* It is no part of our poipoae here to egeak of q)ecud 
photographic processes, as works on the subject abound. 
Particulars regarding these pictures may be found in the 
'^Fhotogiaphic Teacher,** published by H. Squire and Co. 
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pose, before commencing to colour ; then proceed 
with the care recommended above for the second 
colouring, using similar tints for the lights and 
shadows to those recommended in the chapter on 
Water Colours. If greater brilliance is desired, the 
picture maybe varnished again, and then recoloured 
in the same manner. 

Lace, flowers, and jewellery may, where necessary, fe^Sj*"'^ 
be delicately put in with water colours, or the latter 
with gold moistened from the gold shell. Silver 
ornaments may be put in with the silver shell, or, 
what is perhaps preferable, the aluminum shell, a new 
invention, we believe, which, though not so brilliant, 
will not tarnish. But care must be used not to 
give a vulgar, inharmonious efiect to the picture by 
using too freely gold or silver in ornaments. 

When the picture is quite coloured, a clean To remove 

•■• snperflaous 

pencil with a fine point should be taken, to remove <»^<*"- 
such portions of the colour as may accidentally have 
touched the shadows of the hair or draperies. 
Sometimes the point of the pencil may be touched 
against the hair or skin of the colourist, so as to 
take up the merest soupgon of animal oil, by which 
means the superfluous colour on the plate is easily 
removed. 

Positives on albumenised paper, or on salted nry colour- 
paper siased with a preparation for the purpose — ^ 
but, as a rule, salted paper photographs should be 



76 THE PRINCIPLES AND PRACTICE OF COLOURING. 

coloured in oil or water colours — ^may be coloured 
in the same way. Perfectly sharp, well defined, 
brilliant pictures, with plenty of high light and half 
tone, are necessary for the purpose. Still greater 
care and skill are here required tx) produce the best 
results ; and as there is no varnishing nor second 
colouring, the colours must be put on with as much 
purity and delicacy as possible to commence with, 
depth and brilliance being obtained by repeated 
applications and the force of contrast. The paper 
positive should be mounted on cardboard, and hot- 
pressed, or passed between steel rollers, before 
commencing, by which a glossy surface is obtained* 
Paper positives, coloured in this manner, have the 
advantage of preserving with the greatest accuracy 
all the original features of the photograph, the 
danger of losing which is the greatest drawback to 
the employment of oil or water colours. 
Det^i, to In some paper positives, where detail is absent in 
the shadows, certain little " tricks of art" are 
admissible. The point of a knife or eraser is used 
to abrade the surface, somewhat in the manner of 
stippling ; over the lights thus obtained the proper 
colour is then used, and if it be well done, excellent 
effects may be produced. The use of. a little 
Chinese white, or other body colour, stippled on for 
a similar purpose, is sometimes advantageous. 
The stump will be found useful in rubbing in 
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dry colour on paper proofs, and many effects may 
thus be produced which in the mere laying on of 
colour are absent, such as texture in draperies, and 
transparency in the shadows of clouds, &c. 

NON-INVERTED COLOURED POSITIVES. 
It will be remembered that all glass positives Nra-invened 

o r pictures. 

being coloured on the collodion film are inverted, 
or transposed as regards right and lefib. A method 
of colouring, by which the picture can be viewed 
from the glass side of the positive, which presents 
the sitter in his true position, right and left not 
transposed, has recently excited some attention. 
The mode of producing this result is simple, and, 
when well done, presents somewhat the effect of 
enamelling on glass. . It depends in the first in^ 
stance, however, on the collodion film being perme- 
able« This is sometimes the case in ordinary posi- 
tives taken with a collodion the pyroxyline of which 
has been made at a high temperature, thus giving a 
powdery film. This permeable film, however, is 
much best obtained by the " Alabastrine process," 
and the best specimens we have seen of the non* 
inverted coloured positives have been produced by 
it. The picture having been varnished and coloured, 
— and, if necessary, varnished and coloured again, 
— a little extra care being used to obtain brilliancy 
in the carnations, is to be varnished once more with 
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" Penetrating Varnish/' provided for the pur* 
pose, which has the effect of projecting the colour 
thoroughly into the collodion film ; the result is^ 
that the* positive then viewed from the glass side 
presents a picture as vividly coloured as on the 
collodion side. The effect may be still further im- 
proved by going over the face again with No. 1 
flesh. It is important that these pictures should be 
taken on colourless glass, the ordinary green glass 
materially injuring the tone of the picture. It 
must be remembered, also, that ^^ The Penetrating 
Varnish " materially affects the tints of many of the 
colours.. This modification of tint must be allowed 
for in applying the colour, experience dictating the 
extent of the modification to be expected. Without 
brilliancy in the colour itself, no satisfactory effect 
can possibly be produced. 
taSlSd of These pictures, and the Alabastrine photographs, 
vMTiteh. should be backed with velvet of marone or violet 
tint, instead of black varnish. Indeed, all glass 
positives are frequently best so backed, to preserve 
Colourless warmth in the shadows. They should aiways be 

glass. ^ •' •' 

covered with colourless instead of green glass. 
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COLOURING IN OIL. 



The photofirapher who desires to succeed in some know- 

7 . . . ledge of 

colouring his productions artistically, should cer- drawing 

or J 7 neceaaary. 

tainly possess a knowledge of drawing, although by 
using only transparent pigments he may avoid the 
danger of destroying the resemblance which arises 
from the use of opaque colours, some of which, how- 
ever, are essential to the production of that bril- 
liancy and force which should characterise a well- 
executed and well-painted photosraph. Some ^a*er ^ 

* * Q * colours have 

colourists have awarded the palm to water colours 5?S^oa ^**^^ 
for this rather insufficient reason — 'that the use of 
oil demands the experience and skill of an artist ; 
forgetting that a lack of skill in the individual can 
in no way disparage the art itself ; but if the advo- 
cates of water colours be right in concluding that 
the use of oil demands greater skill and ability, 
their argument must surely recommend oil colours^ 
inasmuch as they guarantee in their use the com- 
petency and talent of the colourist : but it seems to 
the writer (and he has had long experience in the 
use of oil and water colours), that, in either art, he 
who has the highest order of artistic merit will suc- 
ceed best, and that it is as easy to do a little in the 
one as the other. 
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^ho!^^*' The amateur in colouring photographs in oil 
should select for practice a thoroughly good positive 
upon salted or albumenised paper. The picture 
must be free from stains, sharply defined, display- 
ing well-arranged light and shade, and so printed 
that, without being too dark, every delicate grada- 
tion of tone, from the highest light to the deepest 
shadow, can be [ clearly traced, because a badly- 
taken or badly-printed photograph calls for many 
subtle contrivances, only acquired by experience 
and practice, and because the less difficulty met 
with in beginning, the greater is the encouragement 
to persevere, and by perseverance only is success 
ensured. 

^^'^tion. ^^ prepare the photograph, mount it free from 
dust, carefully size it with a solution of Salisbury 
glue, and let it be rolled by some hotpresser. 

Material The neccssarv materials for colouring in oil should 

required. J o 

be obtained ready prepared. The amateur will 
require colours, nut oil and poppy oil, varnishes, 
brushes, palette, rest-stick, and palette knife. A 
palette with a white surface is best. In selecting 
brushes, see that they come to a firm smooth point, 
spring well afler pressure, and taper sufficientiy ; 
the sable pencils are best for the purpose. The 
following colours are required: white, Naples 
yellow, yellow ochre, raw sienna, burnt sienna, Mars 
orange, light red, extract of vermilion, vermilion, 
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pink madder, crimson lake, Indian red, raw umber, 
burnt umber, terra verte, emerald green, ultra- 
marine, Prussian blue, indigo, ivory black, pink 
and brown madder, Indian lake, Vandyke brown, 
brown ochre, Antwerp blue, and whatever other 
colours the drapery, background, or accessories 
may demand. Procure also a tube of megilp and 
sugar of lead — ^the one as vehicle, the other to 
assist colours which are bad driers. 

The necessary tints are as follows : 

For the first painting. — White and Naples yellow, Jj^^/"* 
with a very small portion of the extract of ver- 
milion. The same, with an addition of vermilion or 
light red. White and terra verte. The same, with a 
little Indian red. White and pink madder, with a 
little vermilion. Light red and burnt umber, 
White and Indian red. 

For the second painting, — White and Naples Tints for 
yellow. The same, with rose madder. The same, p**»^8f- 
with a little emerald green. White, light red, and 
emerald green. White, Indian red, ultramarine, 
and raw umber. White, madder purple, and ultra- 
marine. Vermilion and raw umber. 

For the third painting. — Madder brown. Raw Tints for 
sienna and Indian red, with a little lake. Lake, p«*»^«- 
burnt sienna, and a little vermilion. White, pure, 
and with Naples yellow and pink madder. Ultra- 
marine and white. 
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The student who xnixes these tints thoughtfully 
will at once see their uses in the different stages of 
his work, and his practice will suggest all the 
modifications and alterations which his model may 
demand. 

PAINTmG THE PHOTOGRAPH. 

Modeof Use sufficient megilp with your colours to render 

them rather thin and transparent, but let the lights 
be opaque and well coated with colour; lay your 
pigments in their place with as Uttle after-disturb- 
ance as possible, to secure their purity. Commence 
by carrying a warm tint (light red and burnt umber) 

Shadows, ovcr the darkest shadows. Use the white, terra 
verte, and Indian red for the lighter shadows ; then 
white and terra verte for the cold half tones ; then, 

Ligbts. with less megilp, paint in the high lights with white 
and Naples yellow, graduating, thence, with the aid 
of the other tints given, into the local colour and 
shadows; this done, strengthen the nostrils, the 
lines of the eyelids, and that separating the lips, 
keeping them, though well defined, far from hard. 
Carry a Une of brown or indigo, as may be required, 

The eye& rouud the ins of the eye, put in the local tint, the re- 
flected light, and the pupil; remember that the part 
called white is grey, more or less light, according to its 
position, form, and the length of the eyelash. The 

^wl^ eyebrow and hair next call for attention : keep the 
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former soft, transparent, and hair-like ; the latter 
soft, with its divisions veil but not too strongly 
defined, and its character carefully preserved ; it is 
transparent where it meets the brow, and requires 
there great nicety of treatment; nothing can be 
more unnatural than the hard line sometimes seen 
in very ill-painted portraits, where the hair and 
brow or temple meet. Carefully consider the grada- The hair. 
tions of tint by which the hair and flesh are softened 
into each other, and note the shadows cast by raised 
or over-falling locks, &c. The high lights of the hair, 
partaking of the nature of polished bodies, will 
be bluish, being colder (by contrast) as the hair 
is darker. Use grey and shadow tints to blend 
the hair and flesh. 

In painting the mouth, great care and attention The mouth. 
must be given to the preserving of its form and 
expression, or the resemblance may be very speedily 
lost. 

Black coats are first glazed with a warm transpa- Biack coats. 
rent black, into which paint the lights with different 
tints of black and white, strengthening the shadows 
with Vandyke brown, and a little lake or bitumen. 
In painting the hands, carefully preserve the high xhe hands. 
lights and half tones, keep the knuckles, tips of the 
fingers, and the exterior portions more rosy than 
other parts, and put in the divisions between the 
fingers with a warm shadow tint. 

G 



J 
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DraperieB. All draperies may be treated as recommended in 
the case of a black coat, using, of course, such 
colours as a study of the bhnc itself may suggest. 

COLOURS FOB HAIR. 

Light Hair may be made with Vandyke brown 
and ochre, with raw umber for the shadows ; raw 
umber for the local tint, and the same mixed with 
Naples yellow for the lights; the greys are the same 
as used for flesh. 

Daek Haib. — Use a little black, with some 
Vandyke brown and lake ; keep the reflections cold 
and the local tint rich and warm; for black hair use 
a larger proportion of warm black. Bitumen is a 
useful colour in this portion of your work, and brown 
madder mixed with French blue. In painting hsur, 
carefully preserve the greys or half tones. 

TINTS FOR BACKGROUNDS. 

Black, white, Indian red, and a little vermilion. 

Black, white, and lake^ 

Black, and burnt sienna. 

Black, and Indian red. 

Brown ochre, white, and burnt umber. 

PrusBian blue, ochre, black, and white. 

Terre verte, raw umber, and burnt sienna. 

Black, white, and burnt umber. 

UmbCT and yellow ochre. 

Black, white, and burnt sienna. 
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FOR SKY BACKGROUNDS. 

White, yellow ochre, and a litde extract of yermilion. 
White, and yellow ochre. 
White, and extract of vermilion. 
Vermilion, white, and French blue. 
Ditto, with black. 

FOR DISTANT SCENERY. 

Vermilion, indigo, and white. 
Terre verte, white, and burnt sienna. 
Prussian blue, ochre, and white. 
Madder brown, and Vandyke brown, &c. 

FOR STONE WORK. 

Black, white, and yellow ochre, or burnt umber. 
Black, French blue, and white. 
Black, white, and umber. 

FOR DRAPERIES. 

Linen, 

White, and blue black. 
White, black, and burnt umber. 
And white for the lights. 

White Satin. 

White. 

White, raw umber, and ivory black. 

White, black, and Indian red. 

Brown ochre, white, and a little French blue. 

Blue Satin. 

Prussian blue and white. 

Ultramarine and white. 

Ivory black, ultramarine, white, and a little vermilion. 

Brown ochre, ultramarine, and white. 
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SCARLET COATS, 

Crimson, lake, and king^s yellow. 

Crimson, lake, and vermilion. 

Vermilion. 

Crimson, lake, and Indian red. 

Extract of vermilion. 

Carmine and yellow. 

GOLD. 

Tellow ochre and raw umber. 

Yellow ochre. 

Naples yellow. 

Burnt sienna and raw umber. 

SECOND PAINTING. 

To soften tho When the first painting is perfectly dry, soften 
the work by passing over it a brush charged with 
poppy oil, and then remove the oil with a piece of 
soft leather. Glaze the whole of the face with an 
appropriate tint ; repaint the shadows with transpa- 
rent colours, strengthen and brighten the lights, 
improve the blues, greens, and greys of the flesh, 
and soften the lines ; repaint the background, and 
blend its tints with a clean soft brush ; strengthen 
the folds of draperies ; use glazing tints wherever 
practicable; and preserve the colours warm, clear, 
and bright. 



work. 



Glazing. 



Fini8hing 
tooches. 



THIRD PAINTING. 

The second painting having dried, finish the 
picture with transparent touches and markings to 



COLOURINO THE PHOTOGRAPH. 87 

strengthen the shadows, force the lights, and secure 
a masterly and artistic style of finish. When this is 
thoroughly dry, the picture is ready for varnishing. 

Oil paintings are generally best left unvarnished 
for some months ; but as professional photographers 
are generally compelled to complete their works 
within a few weeks at most, it is desirable to use 
mastic varnish. The reason for this lies in the fact 
that mastic varnish is the most colourless and bril- 
liant, and may at any time be easily removed 
without deterioration to the picture; whilst copal 
varnish, being very hard, can only be removed by 
chemical agency. Especial care must be used not 
to apply the varnish until the last painting is 
thoroughly dry and hard. It is necessary that the 
room in which varnishing is conducted be mode- 
rately warm, and a bright day should, if possible, 
be chosen for the operation. 

In conclusion, those who cannot draw should use Preserve the 
their colours well thinaed with megilp, to preserve 
their transparency. Those who can draw should not, 
with imprudent conceit, refuse that care to the pre- 
servation of the photograph without which it is 
impossible to succeed in photographic colouring. 
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CONCLUDING REMARKS. 



RepeiiUon The general principles regarding colouring herein 
enunciated have been, at the risk of redundancy 
and repetition, sometimes reiterated in the instruc- 
tions for different methods of colouring. Where 
such reiteration has been avoided, the reader will 
remember that the principles are not the less appli- 
cable throughout, and that the instructions for one 
style of colouring will often be found to contain hints 
equally applying to all styles. Bearing this in mind, 
it will be found, we think, that nothing which could 
aid the amateur in obtaining a practical knowledge 
of the subject has been omitted from the book. 

oonditton of Succcss must depend on the individual, and, after 
close attention to the instructions, will result from 
natural aptitude, care, and perseverance. ^ 



suooess. 
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. LIST OF 

FEWMAFS SUPERFINE WATEB COLORS, 

PREPARED IN CAKES AND HALF 0AKE8. 



s. 

Ultramarine:) thin .. ..16 

Ditto ashes ) cakes . . . . 5 

Burnt Carmine 5 

Carmine 5 

Cadmium Yellow . . . . 5 

Gallstone .- 5 

Madder Carmine 5 

Purple Madder 5 

Permanent Crimson . . . . 5 

Scarlet 5 

Smalt 5 

Chromium, Green Oxide of 8 

French Blue 3 

Intense Blue 3 

Intense Brown 3 

.Indian Lake 3 

Mars Scarlet 3 

Bed 3 

Orange 3 

YeUow 3 

Violet 3 

Brown 3 

Malachite Green . . . . 3 

Lemon Yellow 3 

Orange Vermilion, 2 . . . . 3 

Pink Madder 3 

Bose Madder 3 

Harding's Tints. 

Auburn .« 3 

Carnation 3 

Dark Complexion . . . . 3 

Demi-tint.; 3 

t Light Complexion . . . . 3 

Shadow Colour .... 3 

Cobalt Blue,, ^ 

Brown Madder 1 

Constant White 1 

Chalon's BrOWn . . * * . . .* ; 1 

Crimson Lake 1 

Indian Yellq,w i 

Purple Lake 1 

Scarlet ditto' ' 1 

Sepia .. .; .. .. .. 1 

Sepia, Warm 1 

Sepia, Boman . . ... . . 1 

Sepia, Page's ••..•• •... 1 

Antwerp Blue ..".. .*.' 1 

Bistre 1 

Brown Pink 1 . 



d. 




















Blue Black . . . . 
Bt. Roman Ochre 
Bronze • . 
Burnt Sienna . . 
Umber 



• * 



British Ink . . 

Black Lead . . 

Chinese White . . . . 

Chinese Vermilion . . 

Chrome Yellow 1, 2, 3. 

Cologne Earth . . 

Dragon's Blood . . . : 

Emerald Green . . 

Flake White . . . . 

Gamboge 

Green Bice 

Hooker's Green, 1, 2. 

Indigo 

" 


























6 
6 
6 
6 
6 
6 
6 
6 
6 

6 






Ivory Black.. 
Indian Bed . . 
Italian Pink 
King's Yellow 
Light Bed .. 
Lamp Black 
Neutral Tint 
Naples Yellow 
Olive Green 
Orange Ochre 
Orange Lead 
Prussian Blue 
Prussian Green 
Purple Bro¥ni 
Purple . • . . 
Payne's Grey 
Boman Ochre 
Raw Sienna. . 
Raw Umber 
Red Lead . . 
Red Chalk .. 
Red Orpiment 
Sap Green . . 
Terra-verte . . 
Venetian Red 
Verdigris . . 
Vandyke Brown 
Verditer 
Vermilion . . 
Yellow Lake 
Yellow Ochre 



s. d, 
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BOXES OF WATER COLOBR 




ffliding Top Bomb, eHdf-«kM.BrurfiM,*c*o. . 


.046 


Ktto ditw, 


13 ditto. 


ditto 


.070 


Ditto ditto. 


18 ditto, 


ditto 


. 10 


Ditto dUto, 


ai ditto, 


ditto 


. U 


Ditto ditto, 


6 Whole CikciB, 


ditto 


.070 


Ditto ditto. 


13 ditto, 


ditto 


. 012 


Ditto ditto, 


18 ditto. 


ditto 


. 18 


IHtto ditto. 


31 ditto, 


ditto 


110 




10 



1 u 



16 



Small Lock Boxes, 13 Sail-etkaa, Braabea, &e. &o. 

Ditto ditto, 13 ditto, ditto 

Ditto ditto, 21 ditto, ditto 

Ditto ditto, 13 Whole CtdMB, ditto 

Ditto, la Whole Cakes, willi Drairer, Bmshei, Palettes, fto. 

Ditto, le ditto, ditto, ditto 

IMto, 31 ditto, ditto, ditto 

Student's Cdbxt Box,'"ith Tr^>, Beleetad Colan, Bnuhea, 

Slal^ &e. 

Kahr-LockBoz, laColora, Slabs, Wat«r-glMS,Bniahea,£a. 110 
Ditto ditto, 13ColorB, Drawer, and ditto ..160 

IMtto ditto, 18 ditto, ditto, ditto ..330 

Ditto ditto, 31 ditto, ditto, ditto . , 2 IS 6 

Engineer and Architect's Color Box, Maliogaii; Dove- 
tailed, with Traf, 13 selected Colors, Sahle and 

Oamel-bur Brnehea, Paletto, ^. Ao. ,110 

DeTe4ailed Mahogany Boxes, willi Colors, Bnuhea, Ac,, and eompleto 
aela of Hathematioal Inatnunents, Tuiou. 
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BEST BOXES, IH KAHOaAZTT, AKBOYNA. fte. 



Small Beat Box, 19 CoIots, Palette, Water- glass, Brnshaa, Ac 1 11 6 
I«^e BsBt Box, 12 Colon, iritb Palette, Chalk Box, Stamps, 

Porte-Crayoii, ibo. 310 

Small Best Box, 18 Colors, witli Pdettaa, Water-glass, 

Brasbes, iia. 9 U 

Large Bast Box, 18 Colora, with Palettes, Chalk Box, 

Stmnps, Forte-ClRf on, &a. 3 9 

Ditto ditto, Twenty four ditto, ditto ditto .. 8 13 

Ditto, ditto, Thirt7-two ditto, ditto ditto from d U 6 

Ditto ditto, FoTt7-five ditto, ditto ditto from 5 IS 6 

Handsome Boaewood and M&hoganj iulaid Boxes, complete, 

various from 3 IJl S 

Elegant Boxes and Deuts fitted up with Drawing Materials 

from £7 : T to 31 

SoUd Xabogaoj Dove-tailed Braas-boimd Boxes, 

for hot climates, oomplete, all ^as 
KilliatnTe Desks, fitted with Colors, Palette, See. 
Foitalde Desks, fitted np with Colors, ftc, for Drawing and Writing 
Japanned Box, TwalTB Whole Cakes in Tra;, with Bmahes, Pencila, 

&o^ for hot olimatea 
BoxesSttedap with LiqiiidGolorB,for Velvet PamtiDg,Mai^ing,£e^fto. 
Ditto with Body Colors, for Flower Paindng and Dlominating 
Ktlo, with COialkit, complete. Ditto, witb Slab for India Ink, Ssc 
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NEWICAN'S ''IMFBOVED" MOIST WATER COLOBS, 

In Whole or Half Chitta Percha Cups, or Patent Collapsible Tubes. 

( Prices the same as Cake Colors.) 

In an Article on Moist Water Colors, in the "Art Journal," for 
May, the Editor says, "Various attempts have been made with more 

or less success, but the best that have been submitted to 
our notice are those manufactured hj Mr. Newman, 

of Soho Square. We have tested the qualities of these colors, 
and find them peculiarly brilliant and free working; nor do they 
appear to become in any degree deteriorated from the causes already 
referred to (viz. liability to become hard, mouldiness, grittiness, &c,) 
Another important feature with regard to them is, that being contained 
in Cups of Gutta Percha, the weight of the box is very sensibly 
diminished — an advantage which every sketcher can appreciate." 

These "Improved" Colors keep moist for any reasonable time; and 
even after some years, should they become hard, from their purity and 
peculiar preparation, they will easily wash up on the application of a 
little water. 




Best Japanned BozeSy containing useful selections of the 
<* ImproYed" Moist Colors for Figure or Landscape, or both united. 



Half Cnps. Whole Caps. 



Box, with Palette, '4 Moist Colon's, from 

Ditto, ditto, 6 Ditto 

Ditto, ditto, 8 Ditto 

Ditto, ditto, 10 Ditto 

Ditto, ditto, 12 Ditto 

Ditto, ditto, 14 Ditto 

Ditto, ditto, 16 Ditto 

Ditto, ditto, 18 Ditto 

Ditto, ditto, 30 Ditto 

John Parry's Diagonal Sketching Box 

De Wint's Copper-plated Boxes. 



8. 


d. 


«. 


d. 


' ' 




.. 8 





6 


6 


.. 10 


6 


8 





..14 





9 


6 


.. 16 


6 


12 





.. 19 


6 


14 





.. 21 





16 


6 


.. 80 





19 





.. 34 





25 





.. 45 
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B68t Japanned Boxes, containing useful selections of the *' Im- 
proved" Moist Colors, in FatcxLt Collapsible Tubes, forFiguie 

or Landscape, or both. ' 

£ ,», d. 

Box, with Folding Palette, 12 Tubes, Moist Colors 10 

Ditto, ditto 14 Ditto 14 

Ditto, ditto *' 16 Ditto .. ..'..1 '5t 

Ditto, ditto 18 Ditto 1 11 6 

Ditto, ditto 20 Ditto . . .... /I W 

Ditto, ditto 24 Ditto . . .... 2 d 

Empty Boxes filled to any Selected. List. 

Great variety of Boxes kept in Stock, with Whole or Half Cups 
combined, with and without Thumb Hole, &c. 

Japanned Water Bottles and Caps, from 8«. to 65. each. 

Ditto Plated (recommended), from os. to 9s. 
Ditto in Chased Silver, and other Metals. 



STTPEBFINE AETIST BRUSHES. 
Superfine Black and Bed Sable, in Quiii, 4<i., ed. dd. i«., and 

Is. 6d, each 
Ditto Large, in Swan and Eagle Quills, 2«., 2s. 6i., 3«. 6i., 5«., 7«. 64.^ 

10s. Qd.f to 21s. each. 
Ditto, in Albata Tubes, Polished Handles, from 6d, to lOs. 6d. each. 
Best Camel Hair Pencils, three sizes, plain bound, Is. per dozen. 
Large Ditto, Swans, 2s. to 4s. per dozen. 

Super Camel Hair, like Sable, Silk and Gold Bound, 2s., 3s., 4s. perdoz. 
Ditto Large, Swan and Eagle Quills, 6^., 9d., Is., Is. 6d. to 2s. 6<f. each. 
Camel Hair, in Metal Tubes and Polished Handles, Sd., 44,, 6(i., 94/., 

Is. to 2s. each. 
Ditto Hat Ditto, from ^ to 4 inches and larger, dd, per inclu 
Ditto Super, in Albata Tubes, Polished Handles, for Skies, ^c. Is. to 

Is. 6d, each. 
Fitch Brushes, in Quill or Metal Tube, for taking out lights in water- 
color drawings, 3d, to Is. 6d. each. 
Large Bound Washing Brushes, in Silk and Gold, for Skies, Ac, 

2s. Qd,, 3s. 6^., 4s., 63. each. 
Superfine Sables in Metal Tubes, Bound or Flat, Long Polished 

Handles, for Oil Painting, from 6d. each. 
Ditto Hog Tools, in Long Polished Handles, from 4d, each. 
Sables, in Chased Silver Tubes, Ivoiy or Ebony Handles, &o. 
Goat Hair Pencils 

Siberian Hair and Dyed Sable Brushes of every description . 
Fitch and Sponge Pencils. Pencil Sticks 
Photographic Brushes (see Photographic List) 
Poonah and Mezzo-Tinting Brushes 
Fine Hog Hair and Sash Tools - 
Flat and Bound Varnish Brushes 
Sable and Camel Hair Brushes for -Animal and Foliage Fainting, 

Writing, Print Coloring, &c., of the best qufdity fix use 

Breiy description of BnuBh tor Oil and Water-Ck)lor Painting. 
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DRAWING PAPEBS 

Of veiy superior quality and substance, and of every variety of surface, 
each sheet having the initial K in the water mark, 

XyCHEB. FEB SHEET. 

Demy 20 by 15 . . . . 2d, and 3d, to 

Medium .... 22 „ 17 . . . . Sd, „ 4d. „ 

Boyal 24 „ 19 •. 4d., 6d, „ Qd, „ 

Super Boyal .. 27 „ 19 .. .. 6d. „ 6d, „ 

Imperial . . . . 30 „ 21 . . 6d, Qd. „ Is. ,, 

Ditto Creswick.. 80 „ 21 .. lOd. 

Golumbier. . .. 84 „ 23 .. .. 9d, „ Is. „ 

Atlas 88 „ 26 . . ., Qd. ,, U. „ 

Double Elephant 40 „ 26 . . . . Qd. „ Is. „ 

Ditto Creswick. . 40 „ 26 .. Is. 3(2. „ 

Antiquarian .. 52 „ 31 •• 3s, 6d, „ „ 

By taking a Quire of any of these Papers, the purchaser will have a 

great advantage in price. , 

Endless Cartoon or Drawing Paper, 54 inches wide, first quality. 

Ditto Ditto, Tinted, 45 inches wide. 

Uounted Drawing Papers, on White or Brown Cloth. 

Tracing Paper, in continuous pieces. 

Circular Japanned Cases for Papers of every size, for the convenience 

of Travellers. 

NEWICAN'S CRESWICK DRAWING PAPER. 

"From the extraordinary facility of this Paper for taking Water- 
Color, it is preferable to any other for Sketching from Nature, par- 
iiculariy in hot climates, as it requires no damping or sponging to 
make die color flow freely. Be Wint, and several other celebrated 
Artists, owe much of their celebrity to its many valuable and peculiar 
properties. 

This, like all oOier Papers manufactured expressly for this establish- 
ment, has the initial TX in the water-mark of each sheet. 
Size, 40 inches by 26, and 30 inches by 22. 

SOLID BLOCK BOOKS, 

Half-Bound, with Leather Backs and Comers, and Pocket for Sketches ; 

all of the "N" and other Drawing Papers. 
When a Drawing is finished, separate it from the Block by passing a 
penknife under the edge of the sheet. 

Size 7 by 5 Bs,6d. 

„ 9 „ 5i 5». Orf. 

M XV „ r .. •• .. •« .. .. .. Oo* Oh. 

H 11§M ^ 9s.6d. 

M 1^ n 10 lOf. 6(i. to 13i. 

BlOGks without Coyers, if required. 
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Size 



SKETCH BOOXSi 

HAIV BOtJlID, WITH CBATHEB BA0K8 AHD OOBNEBS, 
WHITB AND TINTBD PAFBB. 

5 inches by 34 Iu9d, 



>9 
» 

>} 

99 

n 
n 



6* 
7* 
9 

H 

10 
14* 



>9 
>9 
9> 

99 
99 
99 



4| 2$. 

H 2s.6rf. 

5* 8«, 

v^ •• •• •• •• •• •• o8t VOm 

7 8s. 6d, 4j. 6<r. 

10 •• 6s. Qd»f 7$, Qd, 

The ahore are aseM dies, hat many others are kept in Stoek, and of 

di£B9rent descriptlonB of Paper. 

NEWKAFS GRADUATED TINTED I70BT PAPER. 

In this variety of the " Tinted Ivory Paper," the Colors represent 
Sky, Distance, and Foreground, gradually blending into each other, 
as in Nature, offering facilities to the Artist for producing effects 
otherwise difficult of attainment : erasure with the penknife gives 
boldness and contrast where required. 

^ It may be had either of oval, circular, or square shape, and of one 
simple colour, or several, graduating into each other, and of great variety. 

Size, 20 by 14 in., 14 by 10, and 10 by 7, 10s. 6^., 5s., & Ss. per doz. 



Coarse-grained Drawing Paper, 

all sizes 
Sir Edwin Landseer's thick Tinted 

Paper for Chalks, <fec. 
Carl Werner's Drawing Paper, pre- 
pared by J. N. 
Carl Werner's Box of Colors, 

Easel, &0, 
Tarley's Drawing Paper, prepared 

by J. N. 
Creswiok Drawing Paper 
J. D. Harding's Drawing Papers 
Drawing Cartridge, various sizes 
Extra Thick ditto, and Engineers' 

ditto - 
Machine Drawing Papers, for 

Pencil, &o. 
Tinted Crayon Papers, Hand-made 
Ditto, Machine-made 
Tellum for Illuminating, Sbo. 
Academy Papers, various Tints 
Superfine London and Bristol 
Drawing Boards, White and 
Tinted 
Superfine Crayon Drawing Boards 
Superfine White or Tinted Mount- 
ing Boards 



DRAWING BOOKS, of every va- 

riety in various bindings 
Portfolios and GKiard Books 
Ditto, with expanding back 
French and Music ditto 
Sketching ditto, with Japanned 

Frames 
Folios for Photographs 
Tracing Paper, of every variety 

and size 
Ditto, Oriental, and Black 
French Y^etal Tracing Paper, 

all sizes 
Tracing linen, of finest quality 
Adhesive Cloth, for Mounting 

Tracings 
Pierced or Plain Mounts, with 

Gold line 
Glass Paper, Tissue Papers, Sso. 
Cattermole Boards 
Card and Milled Boards, all sizes 
Opi8ometers,for Measuring Curves, 

lithographic Tablets 
Ink Erasers 
Patent Crayon Cutters 
Patent Pencil Cutters 



Drawing Papen vied by Messrs. Leitch, Harding, Copley fieldiog, 

Cattermole, fee. 
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Clliliese White, in Bottle or Tube, 

Is. 
Leather, Paper, and Cork Stamps 
Transfixing Liqaid for Chalk 

Drawings, 1«. 6(L per bottle 
Ivory for Miniatures, prepared 
Ditto Circles, (&c. of any dimensions 
Ditto Large Ivories, laid down 
Encre d'Or (Pure Gold Liquid), 

Is. Gd, per bottle - 
Gold and Silver Paint, 6d. k Is, 
Bessimer's ditto and Liquid 
Gold, Silver, and Aluminum Shells 
, and Saucers, 6<2. and Is. 
Pink, Blue, and Purple Saucers 
-Gold Papers, bright and mat, 
- 8& 6^. per sheet 
Imitation ditto, 25. per sheet 
Claude Mirrors, in cases 
Bronzes of every description, Euby, 

Citron, Orange, Ac, 
Prepared Artist Gum very pure, 

Qd, and Is, per bottle 
Office Gum and Liquid Glue, very 

strong, 6d, and Is. per bottle 
Mouth Glue, in packets 
Ox Gall, in pots, or Liquid, iii 

bottles, Is. 
Drawing Pins, Is. Qd. & 2s. per doz. 
Mapping and Drawing Pens, Is. 

per box 
Superfine India Ink, large or small 

sticks, from 6d, per stick 
Prout's Liquid Brown, Is. per bot. 
.Bombs, for velvet Painting 
Velvet for ditto 
Pumice Stone 
;rrench Lyon Brushes, in great 

variety 
dard Tips, Cushions, £jiives, Bur- 
nishing Stones, Ac for Gilders 
Porcelain and Earthenware Tiles 

and Slabs, of every description 
Cabinet Saucers, in Leather Cases | 



Earthenware and Marble Ink Slabs 

Flat Square Tiles, various sizes 

Ditto, ditto with divisions 

Square Tinting & Common Saucers 

Ivory and Earthen Pencil Backs 

Ivory Palettes 

Ear&en and Wooden ditto, all sizes 

Palette Knives, Steel and Ivoiy 

Pocket Knives 

Japd. Dippers, Smudge Pans, &o. 

Nicholson's Tin Japanned Boxes, 
for Saucers 

Beed Pens Crow Quills and Pens 

Mathematical Instruments, in com- 
plete Sets, or Single Instruments 

Camera Lucida and Stand 

Dividers, & Compasses with points 

T Squares and Triangles 

Boiling Parallel Bulers & Straight 
Edges 

Ditto with Ivory Scales, &c, 

Elliott's Mathematical Instruments 

Curves, in great variety 

Flat, Parallel, & Stationers' Balers 

Folio Stands, Bosewood, (fee. 

Mahogany Easels— Rack, Standing, 
Folding, Forked, Table, &c., &0m 

Deal ditto 

Mahogany Back Desks 

Drawing Boards of all sizes 
'Sketching Boards ditto ditto 

Ditto, Improved, various 

Pasting and Straining Boards 

Deal Frames for Paper 

Portable Stools & Sketching Boards 
to attach 

Sketching Seat, with Easel 

Ditto for Ladies 

Sketphing Umbrellas 

Camp Stools 

Walking-Stick Stools and Seats 

Illimiinatmg— Materials for 

Military & Tourists' SketchingCase, 
with Colors, Books, Brushes, &e. 



'Idq^nid Colors^ in Bottles, for the use of Architects, Painters on 
Velvet, (fee, Is. and Is. 6d, per bottle 

Colors, for Glass Painting, Wax Flowers, Ac, &g. 

Colors for Glass Staining 

Powdered Oil Colors, in BottleS} for the convenienjce of Artists 
going abroad, requiring only the application of oil to be ready 
for immediate use. 
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NEWMAN'S OIL COLOBS, 



.Antwerp Blue . . 
Asphaltum 
Bitumen .. 
Burnt Sienna . . 
Burnt Umber . . 
Brown* Pink . . 
Brown Madder 
Brown Ochre . . 
^lue Black 
Black Lead 
Bone Brown . . 
Burnt Lake 
Burnt Carmine 
Cologne Earth 
Chrome Yellow 
„ Deep ., 
• „ Orange' 
Crimson Lake • . 
Cappah Brown 
Cadmium Yellow 
Carmine . . . . 
.Carmine (Burnt) 
Cobalt 



IN PATENT 
8. d. 









1 



6 
6 






3 






3 
3 
3 
1 



6 
6 
9 

6 
6 
6 
6 
9 
6 



4 



COLLAPSIBLE TUBES. 
8. d. 

Emerald Green 6 
French Blue . . 1 
Flake White .. 
Gn. Ox.Chromium 1 



Indian Bed . . 
Indian Lake . . 
Indian Yellow. . 
Indigo 

Italian Pink . . . 
Ivory Black . . 
Laihp Black . . 
Light Bed 
Lemon Yellow. . 
Mummy . . 
Mars Colours . . 
Malachite Green 
Madder Carmine 
Megilp 

Naples Yellow. . 
Orpimeut 
Olive Lake 
Orange Vermilion 





1 





1 

1 
1 
3 
1 






4 
6 
4 
6 
9 
4 
6 
6 
6 
6 
6 
4 
6 
4 
6 


6 
6 
6 



6 



Prussian Blue. • 
Purple Lake . . 
Pink Madder . . 
Purple Madder 
Permt. Blue . . • 
Baw Sienna • . 
Raw Umber . . . 
Boman Ochre . . 
Bose Madder . . 
Scarlet Lake . . 
Sugar of Lead..' 
Terra-verte 
Vandyke Brown 
Venetian Bed . . 
Verdigris . . 



«. d. 

6 




1 
3 




9 
6 

6 



6 
6 




1 









6 
.6 
9 
6 
6 
6 
6 
6 



Vermilion(Extof) 3 
Ultramarine ..16 
^ Ash ..'30 
„ French.. 1 4 
Yellow Lake . . 6 
Yellow Ochre . . 6 



Color, Folding Palette, 



Orange Ochre.. 

Best Japanned Box, i^ Tubes Oil. 

Brushes, &c. Size, 13|^ by 4| inches, and 1|^ inch deepf £l, 5«. 
Ditto, small, 16 Tubes, Extra Tray, Folding Palette, Brushes, &o. 

Size, 9 by 4{ inches, and If inch deep. £1. 5s. 
Ditto, 16 Tubes, Palette, Brushes, Oils, Varnishes, &c. Size, 9| by 6^ 

inches, and 2f inches deep. j£l. 15s. 
Ditto, 20 Tubes, Palette, Brushes, Oils, Varnishes, Slab and Muller, 

&c. Size, 11 by 8 inches, and 2f inches deep. .£2. 55. 
Ditto, with Double Bottom and Millboards. £2, 125. 6d, 
Ditto, 27 Tubesj Palette, Brushes, Oils, Varnishes, Slab and Muller, 

very complete. Size, 13 by 8i inches, and 2| inches deep. £3. 10«. 
Ditto, 30 Tube^; Palette,' Brushes, Oils, Varnishes, Slab and Muller, 

(fee, (fee, and Double Bottom to hold Millboard, very complete. 

Sjze, 13 by '9i,'and3i inches deep. £4^.4^8. ' < 

Mahogany Boxes 'witTi Tubes, Bottles of Powder fcolor, Varnishes, 
OusTBrushes, Palettes, Slabs and MuUers, (fee, &c., of evel'y size 
Masticb, Copal, and Spirit Varnishes, Is, and Is. 6d. per bottle 
Oils of every description, for Artists, M. per bottle 
Drying Oils, Pale and Dark, 6d, per bottle 
Etherial Spirit of Turpentine. . Gold Size. Megilp. 
Varnishes, Oils, &c., in pints, half-pints, gallons, &c. 
Curious Porphyry Slabs and Mullers 
Glass Slabs and Mullers of all sizes .... , 

Primed Cloths of every description 
Ditto Tickens ditto 

Ditto Boman ditto 

Ditto ready strained, of the regular sizes 
Academy Boards, Prepared Millboards. 
Blocks of Prepared Paper for Oil Painting 



Ditto Panels. 



Id 
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NEWHAirS 

PUBE CUIDEBLAND LEAD DBAWINO FENCILSy 

Very firm, rich and ftdl in color, of the pnrest Cumberland Lead. 
H, HH, HHH, HHHH, F, Ff , HB, EHB, B, BB, BBB. , 6cL each. 

BITTO BITVO, of aXTRA THICK &BAB, 

FF extra, EHB extra, and BBB extra. Is. 6cL each. 



NEWXAFS abchhectueal pencils, 

Yefy firm, and free from grit, F, HB, H, HH, HHH, and HHHH. 

hewhaits stxtdent dbawino pencils. 

These Pencils are very strongly recommended for Schools, &o.f Sso,; 
they are made of Cumberland Lead, on a new principle, are rich in 

color, have no grit, and are very fijrm. 

H, HH, HHH, F, FF, HB, EHB, B, BB, BBB. 8cL each. 

Case oontaining Bix, VtRrelve, or VtRrenty-four of the above 

Venoils assorted. 



Brockedon*8 Pencils 

Brookman and Langdon's ditto 

Hordan's ditto 

Burgess's ditto 

J. D. Harding's ditto, single or in 

sets 
Biddle's Lead and Slate Pencils 
Pendl Cases, in Leather and Paper 
Patent Plombagine Pencils 
Leads for ditto 
India-Bubber--Bottle or Patent 



IndiarBnbber Pencils 
Port>Crayons — Silver, Brass, Steel, 

&e. 
Crayons, in sets or singly 
Crayon Pencils, in sets or singly 
Cont6-ii-Faris Black Crayons 
French Black Chalk 
Italian, Grey, Bed, and White ditto 
Lithographic Chalk-Black & White 
Charcoal for Sketching 
Ditto Pencils 



Ditto, 


ditto 


H 


ditto 


Ditto, 


ditto 


^ 


ditto 


Ditto, 


ditto 


6 


ditto 


DittOi 


ditto 


11 


ditto 



FRENCH COLOBED CSAYONS- 

£ «. 

Box, containing about 2 dozen Tints .. .. ^. .• •• 3 

6 

^7 

0*10 

11 

Bough Prepared Paper and Canvas for ditto. 

WOLFFS CBETA UEVIS PENCILS. 

Box, containing 12 Tints • .. 7 

Ditto, ditto 18 ditto * .. 10 

Ditto, ditto 24ditto 14 

Ditto, ditto aeditto 11 

Single Pencils, td, and Is, each. 



6 
6 
6 
6 
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SOFT SWISS CBATOirS. 

£ «. d. 

Complete Sets, in Mahogany Boxes • 8 10 

Half Ditto 1 16 

Quarter Ditto 18 

Single Crayons each, 6dL and 10 

BrighfB Crayoiuij set of 42 1 i o 

SUFESSINE LONDON DSAWnTG BOABDS. 

8 Sheets. 4 Sheets. 6 Sheets. 
tt d* tt dm t, d^ 

Demy, 18 inches by 14 9 10 16 

Boyal, aa „ 17i .. 13 18 2 6 

Imperial, 28 „ 20 3 6 3 6 6 

BRISTOL DSAWnra BOAEDS. 

(A second quality of the aboye.) 

SUFESSINE KOUNTINa BOAEBS. 

«. d. », d. 9. d, 
Hoyal, 22 inches by 171 9 10 16 

Imperial, 28 „ 20 10 16 2 

MACHINE KOTJNTINa BOAEDS. 

•« d* •• d. Mm dw 

Boyal, 22 inches by 17| .. • 6 8 10 

Imperial, 28 „ 20 09 10 1$ 

Other sizes of the above kept in stock, both White and Tinted. 

DRAWINGS MOUNTED. 



Mahogfany Easels— I^k, standing, Folding, Forked, Table, &c., &q» 

Deal ditto 

Carved Easels ^o' tha Draining Boom Table, in Bosewood, Walnut^ 
Satin-wood, &Q, 

Mahogany Back Desks 

Sketching Folios, with japanned frame for holding the paper in user. 



• • 



• • 
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SUPERFINE MATHEMATICAL INSTBTJMENTS. 

Best Brasd" ftnd Ele6truili'Cotiipa^ses, Steel Joints, &c. 

Ditto, with Pen- and Pencil Joint, in case 

Hair Dividers 

Bow Pens and Pencils , . 

Spring Ditto 

Spring Divider 

Pocket Compasses 

Proportional Compasses 

Ditto, with Adjustments 

Drawing Pens, Ivory Handles 

Wood and Steel T Squares 

Ditto Straight Edges 

Ivory and Wood Scales and 'Bulds " 

Boiling Parallel Rules, various 

Ditto, with Ivory Scales 

Ditto, in Brass or Electrum 

Drawing Pins, Brass or Electrum 

Ditto, Large, 

Lithographic Crow Quills 

Student's half -set of Instruments, in Mahogany Box, with Scales. 
&c., 10s. Gd. 

Student's whole Set, in Lock MahdganyBox, with Scales, &o., XI. Is, 
Cheap Instruments, Single or in Sets, from Ss. 6d, the Box 

Case of Instruments, as supplied to the 

Hilitaiy Ck>]lege, Woolwich 2 12 Q Ss 3 IS 6 

Ditto, Addisoombe .. .. .. ;; 3 ' 3 3 13 6 „ 4 4 

Ditto, Harrow School . . v. v. .. •.-. .. 117 6 „ 

Ditto, King's CoUoge 3 „ 

Dove-tailed Boxes, Plain or Brass Bound, as supplied to 
Her Miyesty's Ordnance Office, for Engineer's Drawing 
Offices, &0,, to hold Instruments, Colors, Brushes, &c. 

Complete Sets of Instruments, in Mahogany Boxes, in great 

' variety, all of the best make 

Dove-tailed Brass-bound Boxes, with Instruments, Water-Colors in 

, Cakes, Brashes, Pencils, &o. d;c., for hot climates 

Mounted Drawing Papers 

Ditto, cheap, for mounting Tracings 

Seption Paper 

Tracing Linen and Paper 

Every artide for the Engineer and Architect's Drawing Booms 
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HdUiair Leather Caaes, for the Fooket, mth Nine Pandls and 

Euife, lOi. 
Ditto, with aoper Camel Hiur anil Sable Bmsbes, Washing BrosbsB, 

Pendla, Knife, &o., from 12a, Qd. 
Ditto, with Broshes, Pencils, and Box of "Improvod Moist" CoIotb, 

bom£l.l2i.6d. ' 




TonriBts' En&psackB, of the best and moat nseful constmction, 
fitted np with Block Booli of the Cresmck or other Drewing 
Paper, Boi of the ImproTed HoiBt Colors, Water Bottle and 
Cups, Cose of Bra^Jiea, Compaaaes, Paaoili, Knife, Sketch Book, 
Hill., Sco., inth room for a Travelling Change The iDObt useful 
Eizes are 15 by 11 and 14 b; 10 

Ladies' KorOCCO Cases, wilh Block Book of Creamck or other 
Paper, Box of Moist Colors, Watar Bottle and Cnpa, Case of 
BruBhei, Case of PeDcila, Compasses, Enife, Sketch Book, &c., 

X treat variety of leather Caaes kept in Stock. 
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THE 
UinVESaAL COKFASS, 



This ezcMdinglj eheap, nsBfli], 
•ad compact Instniiileiit in 
ptiTt£ni!arlf adftpted for Col- 
leges, Schools, Eagiaeen, Ar- 
chileetB, ArdstB, Ao. 

In one Infltrajudnt is 
combined: — 
A pair of DinderB, 
CompMS for Desoiibing Circles 



Eolii^ Pen, and Needle Point. 
Both in materiBls and work- 
mansMp it is of the *ei7 Lest 
deBcription. 



Brm CtmpoMtt; in Cote 

Ditto, witA Scale . . . . 

Sltctrum Oompauet, leilh 

Ivory Sealt, Flat 

LeathtT Com, *e. .. 1 



T Aitid* tn Uw ArUst, AieUteet, Xnglnwr, fee. kc 
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PHOTOGRAPHIC COLORS, 

Arfdst Colors, VarnisIieSi BroBhes, fto. 
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NEWMAN'S 
PHOTOGRAPHIC COLORS, 

Por tiieSilveredPlate—GluM— and Paper. 



FlBBh, Fmr, 1 2 


3 Complexions 


4 Greens 


Ditto, Dark, 1 3 


- Carmiie 


3 Browns 


Lips 


4 Yellows 


Permanent Scarlet 


Laveniei 


Golden Yellow 




Blade 


Orange 


3 Grej-s 


Crimson. 


Puce 


Silver Grey 


Pink 


ROBB 


Violet 


Horkon 


Distance 


Puce 


White 


Satin White 


While (Solaiization) 


Damask 


Plum 


Claret 


Backgroasds 


4c., 4c., 4c., 





n Small BoUIm, sealed aad tied orn, Friw li. eteh. 




LockKaluHniiyBox,*>itbVelTetFa1ette,BmBlieB,Stiunpfi, £ $. t 

Shells, 4c., and S6 Colors 2 2 < 

Ditto ditto with Si Colors 1 11 ' 

Ditto ditto with 18 „ 1 I 

Ditto ditto with 12 , 10' 

' MiHooAMi Box, with Brushes, 4c., 9 Colors 10 ' 

Sltoe Boxes, contuning an; nnmber of Colors, with BruBhes, 
Stomps, Shells, 4c 

AliBATA IMD BttlSB-BOOHn DoTX-IULED MABOOAKY BOZES, 

irith extra reserve of Colors, Brushes, Stomps, Ac, for 

hot olimates, fkim . . . .' a S i 
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SfUFERFINE WATER COLORS. 

Mahogany Boxes, arranged with Extra Colors, selected for 
Fhotogtaphic Fortraitnre, with Slabs, Sable and Oamel-Haii 

Brushes, &c. 

8. d. 8, d. 

Mahogany Sude Box, and 12 Half-Cakes .... 70 90 

Ditto 18 ditto 10 6 13 

Ditto 24 ditto 14 18 

Ditto 12 Whole Cakes .... 12 16 

Ditto 18 ditto 20 24 

Ditto 24 ditto 24 30 

Mahogany Lock Box, with Sable and Camel-Hair 

Pencils, Slabs, &c., and 12 Half-Cakes .... 10 6 12 6 

Ditto 18 ditto 14 18 

Ditto 24 ditto 18 25 

Ditto 12 Whole Cakes .. .. 16 20 

Ditto 18 ditto 22 28 

Ditto 24 ditto 31 6 42 

Handsome Best Boxes, with Water Glasses, Sable 
and Camel-Hair Pencils, Drawer, Slabs, Body- 
Color, &c. 12 Cakes 31 6 35 

Ditto 18 ditto 40 48 

Ditto 24 ditto 45 63 

MOIST WATER COLORS. 

Best Japaimed BozeSt with Pcdette Lid, and 

a sSection of the Improved Moist Colors, 

arranged for Fhotographic Portraiture, with «. d. a. d. 

Brushes, &c. 10 Half-Cups 10 6 12 6 

Ditto 12 ditto 12 15 

Ditto 16 ditto 15 20 

Ditto 18 ditto 17 22 

Ditto 10 Whole Cups .. .. 16 20 

Ditto 12 ditto 18 25 

Ditto 16 ditto 25 35 

Ditto 18 ditto . . 31 6 40 

The higher prices of the Water Color Boxes in the second column, 
are caused by more expensive but necessary Colors and Brushes. 

OIL COLORS. 

Best Japanned Boxes of Oil Colors, selected for Photographic Portrai- 
ture, yriik Palette, Sable and Hog Hair Brushes, Varnishes, Oils, &c, &c. 

£ A. d. 
Japanned Box, 12 Tubes, size, ISf by 4f, and 1^ deep 15 
Ditto 16 ditto, size, 9 by 4{, and Ig deep . . 15 

Ditto 16 ditto, size, Qf by 6|, and 2f deep . . 115 

Ditto 20 ditto, size, 11 by 8, and 2f deep. . . . 2 6 

Ditto 27 ditto, size, 1 3 by 8|, and 2} deep . . 3 10 

Ditto 30 ditto, size, 13 by 9^, and 3^ deep, with 

Double Bottom for Millboard Sketches, very complete 4 4 
All Articles of Kewman's Haaufactiire are Stamped. 
2%« larger the Boxes in Oil or Water Colors, the more complete the 
selection of Brushes, Oils, Varnishes, Slabs, Dippers, dbc. 
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PHOTOGRAPHIC YAENISHES. 

Newman's Positive GoLOBiNa Yabnish, Is. 6d. and 8s, per Bottle. 

Oiving depth and transparency to the shadows withoat lowering the whites, and 
a surface particularly well adapted for taking color. 

Newman's PENEXRATiNa Vabnish, for Non-Inverted Colored Positives, 

Is. 6d. and 3s. per Bottle. 

Newman's Pbeparation, for sizing Salted and Albuminized Paper, 

Is. and Is. 6d. per Bottle. 

The Albuminized or Salted Papers, washed over with the Preparation, take either 

Water or Oil Color perfectly. 

In Bottles Sealed and Tied over. 



PHOTOGRAPHIC BRUSHES. 

Small Camel-Hair, on Sticks, Nos. 1 and 2 . . . . Is. 6d. per dozen. 

Ditto ditto, No. 8, 28. Od. „ 

Sables in Qoill 4d. 6d. to Is. each. 

Miniature Brushes 48. per dozen. 

Sables in Albata, very fine 4s. to 6s. „ 

Camel-Hair Dusters 8d. each. 

For Chemicals. 

Large Camel Hair 2s. to 48. per doz. 

Bound Camel Hair 6d. 9d. to Is. each. 

Ditto with Silver Wire Is. & Is. 6d. each. 

Flat Brushes, up to 4 inches (no metal) .. .. 9d. per inch. 

Ditto in Tufts (ditto) .. .. Is. per inch. 

Ditto, 6 Quills in Handle ( ditto ) .... Is. 6d. each. 

Ditto, Larger (ditto) .. 2s. each. 

Ditto, in Tin, ^ to 6 inches 9d. per inch. 

Bound Camel Hair, in Tin 4d.to2s.6d. each. 

AU in Polished HandlSB. 

Gold Shells 6d. and Is. eaoh. 

Silver Shells 6d. each. 

Aluminium Shells ( unll not change color) . . . . 6d. each. 

Stumps 4d. and 6d. each. 

India Bubber Blowers 2s. each. 



Body-Color, in bottles or tubes, Is each. 
Stereoscopic Slide Mounts, in paokets of three dozens, Is. per packet. 

MOtJNTS OF EYBBT SIZE AND THIOKNEBB. 

PHOTOGRAPHS MOUNTED. 
Wholesale Prices on receipt of Business- Card or Reference. 

Orders from the Conntry will have immediate attention on receipt of 

Caah or Befinrenoe in London. 
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